
?Td 
1 zap 1191a-t 

$0 NOlONIlNnil OEZb I 
Sl'ääUH 1 I3SSIIM I 

w *Ï9O Tï00bT29Ezn I 
MMMMMMMMMMMM OinWMMMMMM I 

A UNITED ENTERTAINMENT 
MEDIA MAGAZINE 

USA $3 95 • CAN. $4 95 • U.K. £2.95 • ISSUE #11 



How can the 016 be so affordable, yet so invaluable? The 016 can record, mix, master and burn your CD* yet 
it’s portable enough to bring to any session or gig. And its improved Version 2.0 software delivers new features 
based on 016 users' suggestions, like the ability to backup to CDR/CDRW media, an MIC slave mode and 
.WAV file import/export. With the touch of a screen, you have access to a complete studio, making this the 
easiest-to-use recorder on the market. Talk is cheap. So check out the improved 016, with its new low price at 
your local Korg dealer today. 4 24/16 bit recording - no data compression! 

4 Up to 8 track recording/16 track playback 

4 TouchView™ touchscreen display 

4 44-bit effects including 8 insert, 2 master and 1 final effect 

4 REMS modeling effects (mic, amp, speaker & effects modeling) 

4 215 PCM drum patterns 

4 Built-in SCSI for recording/backup to external drives 

4 Built-in tuner and mic 

4 Direct CDR/CDRW burning *(Gfl recorder required) 

Already own a 016? Download OS V2 @ korg.com 

Iffl n fï ©2000 Korg USA, For the Korg dealer nearest you: (000) 335-0000. 

nUnUFor more info ria faxaack (631) 393-8530. Doc # 4103. www.korg.com 
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Nothing compares 

Neve 
HEAD OFFICE - AMS Neve plc ■ Billington Road ■ Burnley • Lancs BB11 5UB ■ England 

+44(0) 1282 457011 

FRANCE- +33 1 34 27 67 53 • GERMANY- +49 61 31 9 42 5220 

HOLLYWOOD - +1 (818) 753 8789 • LONDON - +44 (0)20 7916 2828 

NEW YORK - +1 (212) 965 1400 • TORONTO - +1 (416) 365 3363 

US TOLL FREE - 888 388 6383 

e-mail: enquiry@ams-neve.com - http://www.ams-neve.com 
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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 I/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. 

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? 
Chain 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 
about the MX-2424, the more likely you'll be to, 
well, uh...buy one. Available today at your 
authorized TASCAM dealer. 

• 12 tracks of 9bkHz recording available later this year 

TEAC America, Inc., 7733 Telegraph Road, Montebello, CA 90640 
323-726-0303 www.tascam.com 
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The MX-2424 (shown with optional IF-AN24 
analog I/O and IF-AE24 AES/EBU multichannel 
digital I/O) features built-in SMPTE Sync, MIDI 

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

TASCAM 
a whole world of recording 

All copyrights are the property of their respective holders 

CIRCLE 57 ON FREE INFO CARD 

J 



VOLUME 11 • NOVEMBER 2000 

CONTENTS 
Reviews 

104 YAMAHA MSPIO POWERED 
NEARFIELD MONITORS 
by Steve La Cerra 

106 DSOUND STOMP'N FX, 
VOL. I VST/DIRECT PLUG-INS 
by Craig Anderton 

108 ELECTRIX EQ KILLER AND FILTER QUEEN 
FREQUENCY ISOLATOR AND ANALOG FILTER BOX 
by DJ Russ Reign 

112 AKAI DPSI6 DIGITAL PERSONAL STUDIO 
by Rob McGaughey 

116 REVIEW SHORTS 
by Craig Anderton & Mitch Gallagher 

COLUMNS 

36 BONZAI BEAT: HUSKY HÖSKULDS 
The “kid from Iceland” records Sheryl Crow, 
the Wallflowers, and Los Lobos 
by Mr. Bonzai 

132 INDUSTRY INSIDER: TRENDS AT AES 
In the audio world, fall means one thing: 
another AES show 
by Craig Anderton 

136 KURMUDGEON’S KOUCH. WALK AROUND 
HEAVEN ALL DAY 
Dr. Al visits the AES show 
by AI Kooper 

138 GUEST ROOM WARRIOR: JUST SAY NO 
The ethics of creating “sound-alikes” 
by Jim Bordner 

140 FEZ GUYS: STREAMING AND SCHEMING 
New options for the online musician 
By Jon Luini Sr Allen Whitman 

162 ACROSS THE BOARD: ROUND UP THE 
USUALSUSPECTS 
My AES favorites 
By Roger Nichols 

DePARTM€NTS 

IO EDITORIAL 

IB LETTERS TO EQ 
16 ON THE BOARDS 
20 FIRST LOOK: FOSTEX VF-16 
23 FIRST LOOK: AUDIO EASE NAUTILUS BUNDLE 
24 RISING STAR: ELLIOT BLAKEY 
28 ROOM WITH A VU: BWA STUDIO 
30 ROOM WITH A VU: B.O.M.B. STUDIOS 
35 MICROPHILE: RCA BK-IOB 
131 AD INDEX 



Even among professional CD 
recorders, the Sony CDR-W33 
and CDR-W66 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 

PC keyboard r»put 
for text entry 

SBM, EQ and Limiter 

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. 

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

UM n.lMTTEFZEd 

t 33U33S” 
C D R - U 3 3 

help maintain resolution. 

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

SONY 
1-800-472-SONY ext. CDR 

www.sony.com/proaudio 

©2000 Sony Electronics Inc. All rights reserved. Reprcductier, ,n whole or in par. witnout written permission is prob bited. 
Feature-, and specifications are subject to change without notice. Sony, Super Bit Maaptng and CD TEXT are trademarks oí Sony. 
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Integrated Surround Mixing 
Edit, process and deliver multiple formats simultaneously 

New Creativity and E diting Tools 
Enhanced MIDI, automatic beat detection and single-click navigation 



Total Session Portability 
Take Pro Tools sessions between studios and keep all data intact 

More Processing Power and Flexibility 
Host processing on TDM systems plus improved DSP efficiency 

Expanded Control Surface Options 
More ProControl channels and new dedicated edit controller 

www. di gi design. co m/p rotools 

1.800.333.2137 code 658 

9.00. Digidesign ProControl and Pro Tools are trademarks or registered trademarks of Av.d Technology Inc or its subsidiaries or 

All tidemarks are the property of their respective holders. All features and specifications subject to change without notice. 

The Power of True Integration 

digidesign 

.A division of Avid 
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The Word for the Day 
Recently I attended or observed a few events, and noticed an interest¬ 
ing parallel emerging. First, I happened to catch a couple of late-night 
broadcasts from the summer Olympic Games: some swimming, gym¬ 
nastics, and weightlifting. Whatever your opinion of the commercializa¬ 
tion and hype that surrounds the Games, it's still truly amazing the effort, 
talent, and commitment exhibited by the competitors — whether it’s break¬ 
ing a record in the pool, executing a new parallel bar move, or lifting three 
times their body weight, the athletes are simply inspiring. (The effort I ex¬ 
pended preparing to watch the games was pretty inspiring, too — it’s real 
work tracking down diet soda and vanilla-fudge ice cream at two a.m.) 

Next, I attended the AES show, which was held in Los Angeles in late 
September. As always, there were tons of cool new products introduced 
as well as great discussion forums and paper presentations. But what 
struck me most was the meeting of the minds — the manufacturers with 
their energy and enthusiasm for the new products they've created and 
the engineers and producers with their desire to put those products to 
work to create better productions. 

This past weekend I attended the Bass Collective's Bass Day (co-spon¬ 
sored by our sister magazine, Bass Player). Held in a theater in New York, 
Bass Day consists of a bass-focused mini-tradeshow and a series of per¬ 
formances by respected bassists such as Gary Willis, Billy Sheehan, Will Lee, 
and others. As with the AES show, there was a meeting of the minds, this 
time between the gear manufacturers, with their basses and amplifiers, and 
the players, searching for the ultimate instrument and rig for realizing their 
musical visions. But, in this case, there was also the performance aspect; 
each featured bass player assembled a stellar cast of musicians (including 
Dennis Chambers, Scott Kinsey, Hiram Bullock, and many other outstand¬ 
ing players) and did their best to give the crowd an inspiring performance. 

So what do these three seemingly disparate events have in common? Well, 
there are probably a number of similarities if you want to dig for them (I'm not 
that ambitious), but the obvious thing is passion. In each of the examples above, 
it was very clear to me just how passionate these people are for what they do; 
whether it’s athletic competition, producing the best possible piece of equip¬ 
ment or musical instrument, or playing an instrument as well as possible. 

I’d imagine that most of you are like me; you’re involved in the project 
studio world because you love music and sound — you got into it because 
of that passion. Unfortunately, with deadlines, bills, budgets, technology 
problems, cookie-cutter music, and endless concerns over what gear to 
buy and how to use it most effectively, it can be easy to get jaded and 
lose that spark, that drive. 

For me, the three events mentioned above helped to rekindle my en¬ 
thusiasm for music and audio; they inspired me to look 
inside and rediscover my passion. My hope is that 
you’ll find a way to do the same; take some time to 
find or do something that reminds you of why you 
got into music and audio in the first place — locate 
the source of your passion. Once you've located that 
spark, keep it alive. Make sure it stays healthy 
and prominent in your life. The reward will be 
that you'll do your job better, and have more 
fun doing it — which can only result in bet¬ 
ter music. And that’s something the world 
always needs. 

—Mitch Gallagher 
mgallagher@uemedia.com 
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CD-R Drive on 
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All MediaFORM CD-R 
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FEAR OF WORDS 
I have been reading EQ magazine for sev¬ 
era1 years. It has always been a primary 
source for expert information about the 
music business. In fact, the recent Mr. 
Borzai interview with Eddie Kramer 
[August ’00] was a mother lode of infor¬ 
mation and entertainment. However, I was 
appalled, annoyed, and disgusted to see 
you stoop to the lowest grounds of politi¬ 
cal correctness and censorship by print¬ 
ing the non-existent, euphemistic piece of 
sh*t word, “sh’tloads." 

Please understand that the fear of 
words is a disease; a neurosis that serves 
no good purpose, except to cause prej¬ 
udice, alienation, and a host of other in¬ 
dividual and social aberrations. You 
would have printed “feceloads” or ‘‘ex¬ 
crementloads'’ because they are con¬ 
sidered by a certain group of people to 
be appropriate words to speak or write in 
mixed company. Well, they still mean 
“sh’tloads"! And they always will! 

Let s use our intelligence to bring people 
together, rather than discriminate against 
them because we don’t like their choice of 
words. If you have a fear of the word 
“sh’tloads," then don’t print it. If you are afraid 
that some fanatical, word-fearing group is 
going to boycott your magazine, don't print 
it. Otherwise, exercise your right to freedom 
of speech, and be the first one on your block 
to help find a cure for the fear of words. 

Michael B Panasuk 
via e-mail 

THE FORCE IS 
WEAK IN THIS ONE 
I'm writ ng to express my concern re¬ 
garding the irresponsible coverage pro¬ 
vided in your July 2000 issue. In Steve La 

“NICHOLS AND KOOPER SHOULD RUN FOR PRESIDENT AND VICE PRESIDENT. WHAT A 
ROCKIN’ COUNTRY - AN 02R IN EVERY STUDIO!” 

-JOHN A. mEH 
Cerra’s “Room With a VU" readers were 
introduced to Colorado's “The Blasting 
Room.” Although such articles usually 
provide insight regarding new and un¬ 
usual studios, they can also serve to pro¬ 
vide hints and tips. 

I was alarmed by the photo that ac¬ 
companied the piece. It is clear to even 
casual observers that the proprietors em¬ 
ploy two Watoo drink-cup toppers on 
each Yamaha nearfleld. What arrogance! 

Everyone knows that non-powered 
nearfields need the Anakin Pod Race top¬ 
per for proper imaging. (At Treelady Studios, 
we use the Darth Maul toppers for our bi¬ 
amped HSRs.) Numerous university stud¬ 
ies and tests have concluded that Watoo 
toppers can cause phase issues, add 2 dB 
at 2k, and even affect spelling accuracy. 

I would expect more from a publication 
such as EQ. 

Garrett Haines 
Treelady Studios 

Pittsburgh, PA 

VOTE FOR THE EQ PARTY 
I just wanted to drop a note and say “thank 
you" for a consistently excellent magazine. 
I look forward to my issue of EQ every 
month because I always learn something. 
I also love the columns. (Nichols and 
Kooper should run for President and Vice 
President. What a rockin' country — an 
02R in every studio!) EQ was a godsend 
when I was recording my first CD and I’ve 
learned a lot of tricks recently for the next 
one. Keep up the good work. 

John A. Tyler 
Racine, Wl 

ONLY HALF-ASSED? 
I have been receiving your magazine for 
at least five years and I enjoy it a great 
deal. I also count on it for new product 
information. Roger Nichols’s column is 
always amusing and sometimes very in¬ 
formative. I especially enjoy his writing 
about the “heavy iron" items that I’ll nev¬ 
er get to play with myself. 

And now the reason for my e-mail (I’ll bet 
you wait all day for stuff like this): Your new 
graphics and layout eat it. Not that the old 
graphics and layout didn’t eat it. But you seem 
to have gone from Popular Mechanics to half-
assed Wired. If there was a conscious effort 
to make the copy harder to differentiate from 
the ads then that part at least is working. 

Steve Etherton 
via e-mail 

HEY STEVE.... 
Somebody needs to tell Steve Vai [August 
’00] that when a Sennheiser 421 is set to 
“speech" the low-end is rolled off. The 
“music" setting is what he wants to keep 
for a full frequency range. 

Bob 
via e-mail 

USE IT DON’T ABUSE IT 
In response to the letter from Kurt Foster 
regarding “Today's records don’t sound as 
good because the talent isn't there” [“Use 
It Don’t Abuse It," August ’00], I couldn’t 
agree more. But that’s also because we’re 
inundated with the media and record com¬ 
panies shoving “music” down our throats 
— “commercial” music that people sup¬ 
posedly want to hear. Anything good or 
having value in my mind is never played 
on the radio or MTV. Upcoming bands with 
talent are forced to conform to three pow¬ 
er chords and bad vocals or, even worse, 
rap! The engineers and producers behind 
these messes are nominated for Gram¬ 
mies, which may be due, but are there not 
other people doing way more creative 
things then simply putting a drum machine 
and vocal rap onto tape? 

It’s sad that we have some of the most 
amazing technology around us yet we 
have to listen to the radio put on another 
Moby tune and proclaim how great he is 
with today’s technology or how this guy 
looped this into that. Don’t even get me 
started on rap and DJs! I grew up with 
formal training studying the great com¬ 
posers. Today we have great com¬ 
posers, but they’re not on the radio. If we 
“shoved” good creative music down peo¬ 
ple's throats, it would be heard and ap¬ 
preciated. 

Let’s get to the source: Good music, 
good musicians, and top-notch creative 
engineers/producers. 

Ian Graham 
Small Dog Studio 
Kitchener, Ontario 

Canada 

ABUSE IT, DON’T USE IT 
In reference to “Use It, Don’t Abuse It” 
[August, ’00], I am amazed by the neg¬ 
ativity that seems to creep around the 
music world. Why don't people leave 
others’ ways of doing things alone? If 
someone wants to experiment, create, 
or simply work on something the 
way they want — let them! Don’t let it 

EO I NOVEMBSR2OOO I 12 
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We want to help yoo 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. 

800.222.4700 
www.sweetwater.com 

Give us a call today and find out how 
fun making music can really be. 

Sweetwater 
music technology direct 

(219) 432-8176 • FAX (219) 432-1758 • sales@sweetwater.com • 5335 Bass Road • Fort Wayne, IN 46808 
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LETTERS TO EQ 

become some big issue. My digital 
splicing and editing isn’t hurting anyone. 
In fact, I have fun with it! 

If Kurt Foster is so worried about digital 
editing, then I’m sure he’ll tell about how ter¬ 
rible calculators are. Whatever happened 
to the mathematicians that calculated with 
their minds, pencils, and paper? Heck, let's 
just get rid of computers since they make 
things so easy — ucchh! 

How about some positivity? Relax. . .stop 
messing with people. 

Fish 
New Orleans, LA 

PORN ADS 
I have enjoyed your magazine since day 
one. I am very disappointed in your 
choice to allow the BASF ad to be a part 
of your magazine. I find it offensive and 
am considering canceling my subscrip¬ 
tion. I promptly ripped the ad out of the 
new issue I just received. It’s seems so 
unnecessary to put that kind of garbage 
in your magazine. Please leave the 
pornography out of your magazine oth¬ 
erwise I will cancel my subscription. If that 
were your wife or daughter would you 
want people looking at her like she was 
a toy to be played with? 

Remember she is someone’s wife 
and/or daughter. Why must we appeal to 
sex to sell our products? As for BASF, 
however good their products may be, I 
will not support them. Both EQ magazine 
and BASF insult me by publishing such 
trash. 

Ed Bialach 
via e-mail 

LET’S HEAR IT FOR VINYL 
I love AI Kooper, don't get me wrong, but 
his July 2000 column [“Victory for Vinyl Vic¬ 
tims’’] proves him to be a three-time loser! 
First he was a loser for not knowing that LPs 
are very collectible. Okay, my Aunt Minnie 
didn’t know and sold my dead uncle’s col¬ 
lection of priceless Blue Note originals for 
a buck a piece at a garage sale, but she 
didn’t/doesn't work in the music biz like Al. 
But then Al, after admitting ignorance and 
losing once, does it again by making this 
ridiculous statement: “...but chances are 
unless you're DJ-ing, they're [your LPs] in 
a box in the attic....” 

Yeah, right Al! File that along with your 
notion that LPs are worthless! I guarantee 
you that more people are spinning LPs at 
home every day than are listening to crap¬ 
py-sounding MP3s! Al, LPs are still being 
made, both new and reissued titles. 

Millions of new LPs were sold last year. 

Go to any college campus record store ] 
and you’ll see LPs and kids buying them. 
Go to any good used record store and no- | 
tice the age of the buyers. Youngsters, Al, 
the smart ones. 

According to the New York Times, more 
new turntables were sold last year than gui¬ 
tars. Granted, many were for scratchin' and 
DJ-ing, but the makers of turntables for lis¬ 
tening had a great year last year because 
millions of us still listen to our LPs. And 
why? For the reason that AI Kooper is a | 
third-time loser: He actually thinks CDs | 
sound better than LPs! That’s because Al 
has never heard a properly played back 
LP. As Neil Young once said about 
44.1 k/16-bit digital, “The mind is fooled, but 
the heart is sad.” 

So Al, next time you’re in the NY area, I 
you’re welcome to come over and listen 
for yourself. Bring your fave CDs and get 
ready for another shock to your system. I'll 
prove to you that 30-year-old LPs, played 
hundreds of times, once properly cleaned | 
and played, blow the sonic doors off of | 
your CDs. More importantly, they'll remind 
you of how recorded music once made 
you feel. 

Michael Fremer 
Senior Contributing Editor | 

Stereophile 
[AI Kooper replies: "You missed the in¬ 
tention of my column completely. Not only 
that, but you're preaching to the convert¬ 
ed. I own 10,000 LPs and I have no in¬ 
tention of selling them. When I wrote that 
column, I was merely trying to alert read¬ 
ers that they might be sitting on some ex¬ 
tra cash in the form of rare albums they 
had unknowingly stashed away. And 
calling me a ‘loser’ over your comparative 
opinions of vinyl is a little harsh and im¬ 
mature, wouldn’t you agree?"] 

FIREWIRE INTERFACES 
In the September 2000 issue, in the “First 
Look" article titled “Macworld NY 2000," 
Mikail Graham writes: “The only snag is the 
lack of analog I/O or PCI slots — you’ll need 
a USB or FireWire audio interface.” 

He's talking about the new Macs, of 
course. What I want to know is, who makes 
a FireWire audio interface? I’ve been 
searching ever since I got my iMac DV SE, 
and I can't find one. Can you help? 

Dustin Thompto | 
via e-mail | 

[At the recent AES show in Los Angeles, 
Apogee Electronics announced FireWire 
Ambus cards for their line of converters; | 
other Fire Wire-compatible gear should ap¬ 
pear soon.] 

www.purcpath.co.uk 

Pure Path is available exclusively 
from these selected dealers. 

Mercenary Audio 
Foxboro, MA 
508-543-0069 

Sam Ash Professionals 
New York, NY 
212-586-1100 

Harris Audio 
Systems, Inc. 
N. Miami, FL 
305-944-4448 

Studio Tech Supply 
Dallas, TX 
214-358-0050 

Gand Music & Sound 
Chicago, IL 
847-446-4263 

Leo's Pro Audio 
Oakland, CA 
510-652-1553 

CANADA 
Sonotechnique PJL Inc. 
(800) 449-5919 
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Pure Padi 

Switched Mic gain (+72dB) with variable trim, 
+48V phantom power and Phase switch. 

Variable Line gain with Phase switch. 

Four band parametric equaliser. Bands are 
independently selectable in pairs (HF/LF and 
HMF/LMF) between the Mic path, Line path or 
Compressor side chain. 

Fully featured Compressor with external link and 
flexible path switching capability. 

Transformer coupled Line input, Mic and Line outputs 

Mic Pre-Amp featuring TLA circuitry, as used in the 
9098Í. 

Tokyo 
81 3 5707 0575 

ZAMEKX 
US Headquarters 

1449 Donelson Pike 
Nashville, TN 372 17_ 
Tel: (615) 360-0488 
Fax: (615) 360-0273 
Web: www.amek.com 

Email: amek@amek.com 
CIRCLE 03 ON FREE ENFO CARD 

H A Harman International Company 

Mr. Rupert Neve Demonstrates 
Technology can be 

as Creative as the 
Industry it Serves. 

ure 

Channel in a Box TM 

The compressor is an all analogue design which musically 
emulates the best of my past designs and includes a control 
of the "knee" shape ranging from "'HARD" to a very gentle 
transition which I have called "&MM" (...and Much More!)... 
the description a friend gave it!" 

Channel in a Box (CIB) is the first module in the 
Pure Path" range of creative signal processing devices. 
Inspired by the success of the 9098i, the no 
compromise design of the CIB combines Mic Pre-Amp, 
Line Amplifier, Hi & Lo Pass Filters, 4 Band Equaliser 
and Classically Inspired Compressor all carefully 
designed into a lU-rack space. 

Designed by a Legend 
Crafted by AMEK 

Manchester Los Angeles 
44 (0) 161 868 2400 1 (800) 585-6875 

Nashville ■ 
1 (888) 286-oB 



ONTHEBOARDS 

FINDING YOUR VOICE 
How are you supposed to naturally find 
your voice or most flattering style? 

—c.cash 

My voice has improved 200 percent since 
I began singing because of the amount 
of years I’ve been singing. It’s because of 
the things I've learned in the last 40-odd 
years that I have improved my voice. I'd 
say the two most important items are stay¬ 
ing within your range and being able to 
clearly hear yourself when singing 

I wrote many songs in keys where I 
was conversant with certain chord 
changes. They weren’t the best keys for 
my voice, but I didn’t know any better 
then. For instance, I recorded “Season Of 
The Witch" and “Wake Me Shake Me" in 
F. I’ve been performing them for the last 
15 years in D — much better for my voice. 

If I can hear my voice loud and clear 
in the monitors on a live gig, my pitch has 
a much better chance of being correct. 
Ditto the studio. If my voice is loud in the 
’phones and I can slip one ’phone half-off 
and hear my actual voice as well, I can 
sing more in tune. These two little factoids 
will take you a long way. 

—AI Kooper 

I’ve heard that if you monitor too loud it will 
actually cause your pitch to go sharp. 
Have you found any truth to this? 

—c.cash 

I have found that on earlier projects my 
vocals were lowered in the cans when I 
sang. This tended to make me over-sing. 
My vocals ended up coming out very 
shrill. On my most recent recording I had 
the engineer boost the vocals in the mix. 
I was able to sing with less “push” and 
therefore get the performance without 
straining. 

—PlatEarl 

Often enough overly sharp intonation in 
singers is due to their being overexcited 
during the recording process — meaning 
unnecessarily hyped or overly physical — 

in the same way that underactivation or 
depression produces a characteristical¬ 
ly flat intonation. This pitch phenomenon 
is a result of the physical position of the 
palate — high palate, high pitch; low 
palate, low pitch. Often it seems that an 
overly loud cue mix (requested to get the 
singer “up” and feeling energized) can 
cause a singer to sing louder and with 
less control over pitch, dynamics, and so 
on. The real problem is getting a singer, 
many times the least-trained member of 
the band and the person most likely to 
have essentially nonverbal ways of think¬ 
ing about their instrument, to address is¬ 
sues of technique so that things like pitch 
problems don’t interfere with the energy 
of the performance. Trying to recreate live-
performance energy only by adding vol¬ 
ume means the singer needs to get 
his/her head together about what he/she 
is trying to record. I’ve had singers "en¬ 
ergize” themselves in various ways, like 
a little exercise or stretching (obviously not 
to the point of being out-of-breath), and 
it’s often this that makes all the difference 
in a singer who wails onstage but does¬ 
n’t have the extra vibe in the studio — and 
once the headphone balance is right, it 
sounds exciting like the stage thing, but 
is in control enough to be recordable. The 
pitch problems (assuming a singer with 
good pitch) are often drastically lessened. 

—ana1ana2 

I believe I’d get my ass kicked if I asked 
the singer to do some exercise. Fortu¬ 
nately, there are many ways of energiz¬ 
ing the singer. It is also nice to be able 
to let the singer adjust their own volume; 
they can get it where they like it better 
than you can. 

—AI Kooper 

COMPRESSION AND EQ 
TO TAPE/HDP 
/ usually like to print my sound after EQ 
and compression. Especially when it 
comes to recording drums. I feel that if 
I cut things flat. I will "fill up” the tape 
with frequency-stuff that I know I’m 

AL KOOPER 
GUIDE TO THE MUSIC BIZ 

EDCHERNEY 
BEHIND THE BIG BOARDS 

ROGER NICHOLS 
DIGITAL RECORDING FORUM 

GEORGE MASSENBURG 
ASK GEORGE MASSENBURG 

DAVID FRANGIONI 
STUDIO TECH 

► WEBLIMK 
Have a question you’d like answered? 
Visit Roger Nichols, George Massenburg, 
Ed Cherney, AI Kooper, and David 
Frangioni online at ujwwxqmaqxom . 

gonna get rid of anyway (in the mix). 
Would you recommend sticking to this 
philosophy? If not, what would I gain 
from cutting things flat? 

—hjemmen 

How do you know in advance what the 
drums or other instruments will sound like 
when they are mixed, and they interact 
with each other? Everyone EQs or com¬ 
presses during tracking just by re-posi¬ 
tioning a microphone or turning the vol¬ 
ume up on an amp. But extreme EQ and 
compression via console or outboard 
gear might get you into trouble at the mix¬ 
down stage when all the instruments start 
to blend. 

“Flat” gives you more choices come 
mixdown time. But there is no set rule. 
Some people like to even print reverb dur¬ 
ing tracking. I guess if you can hear the 
final mix in your “mind's ear" during track¬ 
ing, then go ahead and print any EQ, 
compression, FX, etc., that you like. 

—Miroslav 

If you record enough projects, you’ll start 
to realize in the mix what you shouldn’t 
have done during tracking. I tend to 
know what frequencies I’m going to 
boost and cut before I track, so I leave 
very few things till the mix. I never com¬ 
press drums, but I always EQ them. I 
compress everything else except 
acoustic and electric guitar. 

Now that I track in Pro Tools, I do a lot 
of stuff on the way in because plug-ins just 
don’t sound as good. Fix it in the mix 
doesn’t work for PT — it forces you to get 
the sound out of your instrument. 

—produceher 

COMPUTER DAW VERSUS 
STANDALONE 
I was just wondering if there is much son¬ 
ic difference between recording with an 
audio card and computer, as opposed to 
using something like a RADAR or even a 
TASCAM DA-88 type system. If I was con¬ 
sidering upgrading, which I am, does it 
pay to look into any standalone type sys¬ 
tems? I'm only using synths and samplers, 
no vocal stuff or acoustic instruments. 

—sterlingjerry 

In general, the storage medium does not 
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Apogee Digital. 

Alan Meyerson shows off the ADSOOOs at Medía Ventures' facility in Santa Monica, CA. 

Eight channels of the highest quality conversion. 
Multiple optional interfaces including Pro Tools, 
ADAT, TDIE SDIF-II, SSL, AES/EBU. Optional video sync. 
And an incredible sound. At your authorized dealer. 

Apogee’s AD-8OOO. 
Enhanced AD-8OOO Special Edition also available. 

“Everything I do in the studio goes 
through Apogee AD-8OOOS. 

It just doesn’t make sense 
NOT TO USE THEM.” 

Independent scoring mixer ALAN MEYERSON 

works with leading film music composers including 

Academy Award® winner HANS ZIMMER. 

He relies on Apogee's AD-8000 conversion systems to 

maintain the highest audio quality for the music of such 

major motion pictures as Gladiator, The Thin Red Line, 

End of Days and The Road to El Dorado. 

HIV media ventures 

ROSETTA 2-CH A/D 
44.1/48 & 44.1-96 kHz 

PSX-100 2-CHANNEL 
96 kHz A/D-D/A 

MEDIA & CABLE 
PRODUCTS 

Apogee Electronics Corporation, 3145 Donald Douglas Loop South, Santa Monica, California 90405-3210, USA. 
Tel: +1 310/915-1000 Fax: +1 310/391-6262. Email: info@apopeedigital.com. See our Web site for full details and local dealer info. 
"Academy Award" is a registered trademark and service mark or the Academy of Motion Picture Arts and Sciences. 
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ONTHEBOARDS 

add or subtract from the sound. Tape can 
sound better or worse than disk-based 
recording and vice-versa. A few years 
ago, high-quality open-reel recorders 
(both 2-inch analog and 16-bit digital) 
were the most popular option due to their 
compatibility and great sound. Now, most 
pros are going with hard-disk recording 
because it can also sound great and of¬ 
fers a lot of flexibility previously unavail¬ 
able with tape-based recorders. This is 
especially noteworthy because you are 
using samplers and synths. The ease with 
which you can fly parts around and com¬ 
bine both MIDI and audio is very power¬ 
ful with a DAW. 

—David Frangioni 

LIVE 2-TRACK RECORDING 
I'm attempting to improve the qualilty of 
my live-to-DATrecordings in my rehearsal 
room. It's a small carpeted room (about 
15 X 20) with about a nine-foot ceiling. 
There is some acoustic treatment on the 
walls and ceiling; however, I wouldn’t clas¬ 
sify the room as dead at all. The drums 
are miked with two overheads (Rode 
NT1’s), kick (D112), and snare (SM57). 
The bass goes direct, and the guitar amp 
usually has a ‘57 on it. If there are vocals, 
I usually use an Audix 0M2, which goes 
to floor monitors. Everything goes to a 
Mackie 1402VLZ and then via the tape 
outs to a TASCAM DA20MKII. Typically 
everyone faces each other (i.e., it's not a 
"stage" setup). 

Here are my biggest problems: [1] If 
there are vocals, I can never quite get 
them loud enough on tape for my liking; 
[2] I can never get the low end of the kick 
and the bass guitar present enough on 
tape. I suspect both of these problems 
stem from the drum overheads and 
phasing since the room is small and 
everything bleeds into them. Should I 
switch to close miking the toms, or go to 
small condensers as overheads and re¬ 
duce the priority of them since they are 
currently catching the whole kit (and 
everything else)? 

—ajcamlet 

It might not be a bad idea to divide and 
conquer. Try recording only kick and bass 
on the setup and see if it really is can¬ 
cellation with the overheads that’s getting 
you. Get them sounding good and then 
move on from there. 

The Mackie should let you boost the 
lows and I often find I need to do that on 
live tracked DI bass and kick with a D112, 
depending on how the kick is miked. 

It also may help to EQ everything else; 

roll off the lows on the vocal mic and drum 
overheads, roll off the highs on the kick 
and bass. Roll off both some highs and 
lows on the guitar and keep the mids. This 
can really clean up your mix and give 
things their own space. 

Also, try using an aux send for the 
room mix and mix the vocals as loudly as 
you need on the master mix feeding tape. 
The 1402 will let you do this. 

—stevepow 

You know, I've read and re-read your 
post, and I don't see where you’ve 
changed the phase on the kick mic. If 
you’ve checked and corrected the ab¬ 
solute phase of all of your mies (and it's 
surprising to find out how many deviate 
from the accepted standard), then you’ll 
want to reverse the phase of the kick mic. 

Think about it: The snare and over¬ 
heads may be thought of as being on the 
other side of the kick head from the kick 
mic. Therefore they’ll be out of phase un¬ 
less something is reversed. 

In fact, it wouldn't be a surprise if, when 
you reversed the phase of the bass, you 
noticed the level of the bass coming up 
in the mix with the other mies. There's al¬ 
most always enough leakage to warrant 
a quick check to see which phase (pos¬ 
itive or negative) results in more actual 
low-frequency level. 

A word of advice: it's not always a 
clean, clear decision. Often when you 
switch phase you gain something and 
lose something. You'll need to make a 
judgement call. 

Oh, the Mackie doesn’t have a phase 
switch? Too bad, you’ll have to resort to 
XLR-M to XLR-F “barrel’’ adapters, or the 
equivilent, to do the switch. And without 
a physical switch to toggle it’s infinitely 
more difficult to get a quick read on which 
phase you prefer. 

—George Massenburg 

NEUMANN IMPEDANCE 
QUESTION 
I read somewhere that Neumann desig¬ 
nates impedance variations within their 
microphones with a colored dot located 
somewhere on the microphone. 

I have two U 87's, one has a red dot, 
one has a light blue dot. I have also seen 
yellow dots on a U 87.1 have a KM 84 with 
a red dot and one with a blue dot. 

Can someone tell me what these dots 
indicate? 

—Mark P 

Most Neumann FET mies, as well as some 
tube mies in the 1960s, used a color dot 

next to the serial number to indicate 
whether that particular mic was shipped 
with a 50- or 200-Qhm output impedance. 
In the case of tube mies, the presence of 
a red lacquer dot on the I.D. plate meant 
that the mic was shipped with 50 ohms, its 
absence, that the strapping was 200 ohms. 

Later, with the introduction of FET mies, 
the system was modified to drilling a small 
indentation into the brass body next to the 
serial number, typically at the bottom of the 
mic. A bare brass indentation meant the 
mic was strapped for 200 Ohms, if the 
brass indentation was filled with red color 
(changed to baby blue in the 1980s), the 
mic was shipped with 50 Ohms strapping. 

The net-effect of the two different out¬ 
put impedances is that, all else being 
equal, the 200-0hm output setting will 
give you 6 dB more output from your mic 
if you terminate into 1,000 Ohms input im¬ 
pedance (typical of most mic preamps). 
The way the two impedance settings are 
achieved in most Neumann tube and FET 
mies is by using either the two secondary 
windings of the output transformer in par¬ 
allel (50 Ohms) or series (200 Ohms). 

The change-over is easily done in most 
cases by re-soldering the respective 
color-coded transformer leads on the amp 
board, next to the transformer (too de¬ 
tailed for this discussion). One mic, the 
FET 47, has a convenient switch on the 
bottom to do the change. 

Anticipating your next question: Yes, 
there is a difference in sound whether you 
connect transformer secondary windings 
in parallel or series. Most users with rel¬ 
ative short cable lengths (under 50 feet) 
report that there's more beef in the output, 
particularly in the lower mids, when strap¬ 
ping to 200 Ohms, in addition to the bet¬ 
ter S/N ratio this strapping provides. 

A sidebar: Gotham Audio, Neumann’s 
U.S. importer until the late-1980s, insisted 
that every mic imported into the country 
not only be strapped to 50 Ohms (red/blue 
dot), but also be further reduced in output 
by another 4-6 dB by audio pads, either 
on the mic amp board or, for tube mies, 
on the power supply’s audio connector. 

The reason for this signal-to-noise-
killer? The philosophy of the importer was 
that Neumann mies would sell better here 
if they didn't distort the inputs of mixing 
consoles, which were thought to be too 
anemic to handle the robust output of con¬ 
denser mies. (Low-output ribbons and dy¬ 
namics were the norm when Gotham 
started to conquer the States in the late-
1950s with the high-output U 47's, M 49's, 
and later U 67's.) 

—Klaus H 
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Genetic 
Engineering 

Born from the genes that made E-Series 

the mies that revolutionized the audio 

business, and V-Series tube 

condensers that are still creating / 

waves, we proudly announce our 

new babies. M-Series—studio 

mies 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 1 
expect from a serious studio " 

condenser, at a price you’d expect 

from an imported “classic reproduction.” 

M-Series mies deliver smooth, fast transient 

response with extraordinarily low noise and low 

distortion.^And sensitivity that could make a 

mother cry, The MI 77’s sonic signature is pure 

CAD—with amazing detail and transparency. 

So if you’re confused by the proliferation of so-

called paradigms in today’s mic market, save 

your time and money. A new generation has 

been born. See it at your nearest CAD dealer. 

a new breed of mien 
not a micro'done. 

CAD Professional Microphones 
Mies that escalate, not emulate. 

Visit our web site at www.cadmics.com, or call 1-800-762-9266 

The new CAD Ml77 
Externally biased 1.1” gold 

sputtered diaphragm 
High speed, low noise op amp 
High efficiency power supply 

circuitry 
Frequency response of 10Hz -

20kHz 
Sensitivity of 85dBA 
S/N ration of 85dB 

Remarkably low self-noise of 
just 10 dBA 

Optional shock mount 
Available 



FIRST LOOK 

FostexVF-16 Digital Multitrackep 0^^ 

CONTACT: For more information contact Fostex at 562-
921-1112, or visit their Web site at uiuim.fostex.com . 
Circle EQ free lit. #101. 

outputs, stereo head-
ohone out, aux send 1 
and 2 (pre or post), and 
a footswitch connection 
for remote punch in and 
out. A pair of RCA jacks 
carries the main stereo 
bus for mixing to any two-
track recorder. 

Each of the VF-16’s 
analog inputs has a trim 
pot for controlling level to 
a hard-disk track. In the 

The VF-16 from Fostex combines a 16-track hard¬ 
disk recorder with an integral 16-channel digital 
mixer, forming a completely self-contained digi¬ 
tal desktop recording system. Using 20-bit A-to-
D conversion and 24-bit D-to-A conversion, the 
VF-16 stores audio on an internal IDE drive as un¬ 
compressed 16-bit/44 1 kHz data. 

Each of the sixteen 60 mm input faders on the 
VF-16 may be used to control a digital audio track. 
A'temately, the first set of eight faders can be 
switched to access the eight analog inputs for mix¬ 
ing of digita1 tracks with external analog inputs. In 
addition to the 16 “main” tracks, the VF-16 also pro¬ 
vides an additional eight “ghost” or virtual tracks, 
providing space for multiple takes without erasing 
over previous takes. Since the VF-16's hard-disk 
recorder offers copy, paste, move, and erase edit¬ 
ing functions, audio from the eight ghost tracks may 
be comped or edited into the main tracks. 

At the analog “front end” of the VF-16 are eight 
inputs. Inputs 1 through 6 are on (unbalanced) 1/4-
inch TS jacks (which can accept line- or mic-leve' 
signals), while inputs 7 and 8 offer a choice of bal¬ 
anced 1/4-inch TRS jacks or balanced XLR micro¬ 
phone jacks with 48-volt phantom power. Additional 
1/4-inch TS jacks are provided for stereo monitor 

WHAT IS If? An integrated digital hard-disk recorder and 
digital mixer. 
WHO NESIS IT? Musicians, songwrifersTand æcordrsts who 
require a self-contained recording system. 
WHY 1$ If A BE DEAL? Eight simultaneous fracks may be 
recorded; 16 total when using the ADAT optical input. 
SHIPPING: NOW. 

SUGGESTS) RETAIL PRICE: $1,399 (includes 5~GB hard-drive). 

VF-16’s “direct" moae, each input is routed via the 
trim pot directly to a track, bypassing the mixer. This 
allows simultaneous recording of eight tracks. A 
second “rec buss” mode allows recording of mul¬ 
tiple inputs to a track (or pair of tracks) via the 
VF-16’s mixer. In this mode, the mixer may be used 
to adjust 'evel, EQ (three-band with parametric mid 
and high for all 16 channels), and effects from two 
Fostex ASP (Advanced Signal Processing) en¬ 
gines. The first ASP engine features a variety of hall, 
room, and plate reverbs, plus chorus, mono-delay-
plus-reverb, and panning-delay-plus reverb com¬ 
binations. Effect 2 features mono, panning, and 
BPM delays, plus chorus, flange, mono pitchshift, 
and delay-plus-pitchshift. Compression is available 
on channels 13/14 or 15/16, plus there’s a dedi¬ 
cated compressor for the stereo master bus. 

Additional rear-panel features include MIDI in 
and out jacks (the un!t is MMC- and MTC-capa-
ble) as well as ADAT optical I/O. By using the 
ADAT ootical input plus the eight analog inputs, 
a total of 16 tracks may be recorded simultane¬ 
ously (the ADAT acts as the A-to-D for the second 
set of eight tracks). The ADAT optical input also 
offers an easy way to dump tracks into the VF-16 
for editing purposes; waveform editing is facilitated 
by the front-panel 64x128 dot-matrix display. A 
SCSI interface is provided for backup or transfer 
of WAV file data into or out of the VF-16. 

Other VF-16 functions include a separate EQ 
for the master bus and a scene sequence mode 
for automatic recall of mixer parameters for vary¬ 
ing sections of a song. Frequency response of the 
VF-16 is stated as 20 Hz to 20 kHz, with a dynamic 
range of 92 dB. A removable plate on the bottom 
panel allows easy access to the IDE drive for pro¬ 
ject swapping or for expansion to a larger drive. 
A 5 GB drive provides approximately 960 track 
minutes of recording at 44.1 kHz/16-bit. ■ 
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Meet our active SRM450’s big, 
over-achieving brother... the new 
SR1530. This 3-way triamplified 
active system delivers flat response at 
high output with low distortion and 
extremely wide dispersion in a sur¬ 
prisingly compact, portable enclosure 
that takes up less than two-and-a-half 
square feet of stage or floor space. 

The new SRI530 features... 
■ Electronic equalization, time correction/ 

phase alignment plus complete electronic 
and component protection circuitry 

■ Active circuitry makes the FR Series™ 
high-current tri-amplification more effi¬ 
cient than passive speakers because 
passive speakers have inefficient cross¬ 
overs wh ich cause significant power lass. 
Because of this, the on-board SRI530 
amplifiers, with 500 total watts, can drive 
the speaker system to i26dB peak SPL 

■ RCF Precision components... 

■ Wide dispersion, high-output HF/mid-
horn design with phase plug 

■ High-output, low-distortion 6-inch hom-
loaded midrange transducer 

■ High-precision 1-inch exit, high-
frequency driver 

■ 15-inch, high-efficiency, cast-frame 
woofer with heat dispersing Inside/ 

Outside voice-coil 
technology 

■ Correctly weight-bal¬ 
anced with two 
comfortable side han¬ 
dles for easy carrying 
and set-up plus top 
and bottom handles 
for easier positioning 
on stage 

■ Weather-resistant 
steel grille 

Sound quality that’s only possi¬ 
ble with a true active system. 

Though just 44 inches tall, 
SRI530s generate the sound output 
of much bigger systems... and are 
far more accurate to boot. Our active 
design achieves near-perfect interac¬ 
tion between transducers and inter¬ 

nal amplifiers. Together, 
you get transparent and 
precise, high-resolution 
audio performance... only 
at PA output levels, which 
is the beauty of properly 
engineered, high-end 
3-way systems 

way to go. The new SRI 530 
from Mackie. ■ 

designs, mid- and high-frequency 
horns have symmetrical cross sec¬ 
tions which physically force their 
output to different parallel locations 
in front of the box, causing uneven 

tern. Combined with built-in elec¬ 
tronic time and phase correction, 
this creates a unified, wavefront with 
excellent phase and power response 
characteristics: Everybody in your 
audience hears the same thing. 

Optimized Wave-
front1'1 system “mar¬ 
ries” high frequency 
and midrange. 

In typical 3-way 

You gotta hear it to believe it. 

Yes, you can log onto our web 
site for more info or call toll-free for 
an excruciatingly complete brochure. 

frequency response across 
the audience. 

The SR1530’s Optimized 
Wavefront™ horns have 
asymmetrical shapes with 
the high-frequency horn 
firing down into the six-inch 
midrange's dispersion pat-

But the real amazement won’t 
kick in until you hear a pair of 
SRI530s at a Mackie dealer. 

If you’re looking for the 
smooth frequency response 
and articulated midrange 
inherent in a 3-way system, 
there’s only one Active 

SRI53Q rear 
panel with amp 
heat exchanger, 
female XLR input 
and male XLR 
full-range 
through. 

•MEO 
.. 

Optimized Wavefront' 
horn system 

3 Way Aclive Accuracy! 
The first affordable 15" 3-way aclive system: 
Mackie's SR1530 with electronic processing 
and FR Series internal tri-amplification. 

www.macMe.com • 000.230.0083 



The slory behind (and In Iron! of) 
Mackie's new SR1530 Active 
15 inch 3 way speaker system. 
The potential of a 3-way system. 

A properly-designed 3-way system 
is capable of reproducing vocals 
and instrumentals more accurately 
because it has a separate midrange 

transducer. 

The tran¬ 
sition range 
(crossover 
point) between 
transducers in a 
2-way system 

falls in the middle of the critical 

The SRI530 is the first 
speaker in its class to feature 
a one-piece, 90° x 40” horn 
that includes both mid and high 
frequency sections. The 6-inch 
midrange’s basket assembly is 
designed as part of the horn 
assembly and is also designed 
to function as an optimized 
compression chamber for 
better efficiency. 

Both high and midrange sec¬ 
tions of the SR 1530’s Optimized 

Brand X symmetrical horns 

optimal frequency ranges. Optimized Wavefront'"horns 

1 A 
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midrange area (green area above). 
This part of the sound spectrum is 
being handled by the extreme high 

Wavefront”' horn have asymmetrical 
shapes with 10° angle “on top” and 
30 angle below. High frequencies 

13.9 in 
35.2 cm 

19.1 in 
48.4 cm 

43.9 in 
111.6 cm 

able 3-way active accuracy: 

The new SR1530 from 
Mackie Designs. ■ 

range of the LF trans¬ 
ducer and the extreme 
low range of the HF trans¬ 
ducer (where neither is 
most capable). 

In a 3-way system, the 
HF and LF need only 
contribute in their more 

“Running Man" 
figure are regis¬ 
tered trademarks of 
Mackie Designs. 
FR Series, and Opti¬ 
mized Wanefront 
are trademarks of 
Mackie Designs Inc. 

system. But we didn’t. Because the 
SRI530 is an active system, we 
could employ a sophisticated, phase-
accurate electronic crossover 
(instead of a crude 
passive one), time 
correction (to ensure I 
that all three trans¬ 
ducers’ outputs arrive J 
at the same time) and 
equalization to optimize 
each drivers’ response to 
the enclosure as a system. * 

individual FR Series”' amps. 

The best way to power a transducer 
is to use a dedicated amplifier that's 
specially suited to its frequency range 
and power handling. Until now, that 
meant three separate amplifiers, 

are directed down 
into the mid- range’s 
dispersion pattern. 
This allows midrange 
and treble reach the 
audience as a 
focused, single wave¬ 
front with extreme 
accuracy and 
pin-point detail. 

Active 
electronics. 

If we stopped 
there we’d have a 
better passive 

tortion and burn-out. 

Get the full SR1530 
technical story. 

These two pages are just 
a short introduction to the 
technology we've packed 
into the SR1530. Details 

The key is melding the 
output of the three trans¬ 
ducers. 

The SRI530 realizes 
the potential of the 3-way 
design by integrating: 
■ Optimized Wavef ront'" horns 

■ Electronic time compensation, 
equalization and crossover design 

Bl Tri-ampliñcation 

Optimized Wavefront'" Horns. 

To achieve 40° dispersion, conven¬ 
tional systems use a high frequency 
horn with 20° of angle “on top” 
and 20° of angle “on the bottom.” 
That beams high frequencies straight 
ahead, which means mids and high 
are actually aiming at different spots 
in the audience. 

like why the inside/outside low 
frequency transducer voice coil 

can handle intense 
amounts of power with¬ 
out damage and how 
solid and well-balanced 
the SR1530 enclosure is 
are covered in our free 
80-page SR products bro¬ 
chure. 

Call toll-free or log onto 
our web site and then 

sound good on stage with afford-

a rack full of electronic crossovers and 
delay units, triple speaker wiring — 
great for huge touring systems, but 
very expensive and impractical for 
smaller applications. 

The SR153O gives you the 
benefits of multi-amping without 
the cost and complication. Sep¬ 
arate FR Series modules are 
directly coupled to LF, Mid and HF 
transducers, allowing maximum 
output with protection from dis-

2- - 1 ¿j 
I«, 18.1 in J 
I 46.0 cm I 

©2000AH Rights 
Reserved, Mackie 
Designs lue. 

“Mackie.” and the 



Audio Gase Nautilus Bundle By Steve La Cerra 

Recently introduced by Audio Ease is their second 
bundle of plug-ins exclusively written for the Mark 
Of The Unicorn Audio System (MAS): the Nautilus 
Bundle. Consisting of three new, distinct plug-in ef¬ 
fects, the Nautilus Bundle includes RiverRun, Deep 
Phase Nine, and PeriScope. All three plug-ins are 
designed to seamlessly integrate with MOTU’s Dig¬ 
ital Performer in real time, and their parameters may 
be automated within Digital Performer. 

RiverRun is a completely new means of real-time 
synthesis known as granular synthesis. 
Audio from a Performer track (or directly from a disk 
file) can be streamed into and “frozen” in RiverRun. 
This audio becomes the tone source for RiverRun, 
functioning much like an oscillator in a traditional 
synth. RiverRun then breaks the audio down into tiny 
particles called grains. The grains are routed through 
an envelope generator, pitched, and mapped across 
the output channels according to the control settings 
in RiverRun's window. RiverRun can “read” the grains 
of audio at variable speeds ranging from a fraction 
of normal through to faster-than-normal speeds, 
either in a continuous “flowing” manner or in a more 
discrete rhythmic manner. Lengths of the grains may 
be vaheo, and a Rhythmic mode makes it possible 
to lock random samples of the audio file in a groove 
against Digital Performer's tempo — all while 
simultaneously transposing the samples to pre¬ 
selected chord voicings. 

RiverRun also includes unique parameters such 
as "Grain Glass" and “Walk Slider." Grain Glass 
lets you choose the portion of the source audio that 
is being granulated, while the Walk SI'der lets you 
slide the grain glass forwards or backwards over 
the source audio at any speed you wish. 

Deep Phase Nine is a phaser that features up 
to 24 bands oer channel, a variable LEO, and the 
ability to self-oscillate. LFO wave shapes include 

sine, triangle, sample-and-hold, one-shot sine, and 
one-shot triangle. The user may “travel” a path on 
the LFO ramp by setting an end point and launch¬ 
ing the phaser from an arbitrary start point. It will 
then travel from start to end at the LFO speed and 
stop. In addition to being able to vary speed of the 
LFO, the LFO may be synchronized to Digital Per¬ 
former’s tempo. An integral “look-ahead” peak lim¬ 
iter constantly monitors output revels, allowing in¬ 
tentional oscillation of a filter without worry that 
output levels will become out of control. 

Nautilus’ PeriScope is a phase-correct, 32-band 
equalizer providing narrow-bandwidth filters with an 
adjustment range of -144 dB up to +36 dB(l). In¬ 
tended for “surgically precise” equalization, 
PeriScope allows you to zoom in on a specific area 
of the audio spectrum and apply up to 32 filters to 
that area. Bandwidth ano center Fequency of the 
filters is dependent upon which frequency range is 
zoomed in upon; min¬ 
imum bandwidth is 
11 Hz. Resolution of 
the display is user-ad¬ 
justable, from show¬ 
ing the entire audio 
bandwidth to a spe¬ 
cific frequency range, 
enabling extremely 
accurate dissection 
of audio. As of this 
writing, PeriScope is 
the only Altivec- (G4 
Velocity Engine) 
ready plug in; the Al¬ 
tivec performance 
gain for PeriScope is 
approximately æ per¬ 
cent. ■ 

CONTACT: Audio Ease is distributed in the U.S. by Mark Of The 
Unicorn. For more information, contact MOTU at 617-576-
2760 or visit ujuiuj.motu.com Circle EQ free lit. #102. 

WHAT IS T? An MAS-compatible software bunale consist¬ 
ing of three plug-ins: RiverRun, Deep Phase Nine, 
and PeriScope._ 
who NCOS IT? Digital Performer users seeking new plug-in 
capabilities_ 
WHY IS IT A 86 DEAL? RiverRun offers real-time granular 
synthesis in a plug-in. Deep Phase Nine features 
extended phaser control. PeriScope provides surgi¬ 
cally precise 32-band EQ capability._ 
special NOTES: PeriScope 32-band EQ plug-in takes ad¬ 
vantage of the G4 “Altivec” engine for improved 
performance._ 
SHIPPING: Now 
SUGGEST® RETAIL PRICE: $299 
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RISING STAR PHOTO BY EDWARD CURTIS COLVER 

WEBLINK 

Los Angeles's world-famous Record Plant has long been a hotbed of both es¬ 
tablished and developing talent. We recently dropped in on some mix sessions 
for an as-yet-unnamed band being produced and engineered by Toby Wright, ably 
assisted by this month’s Rising Star,. Elliott Blakey. 

As a student in pursuit of a.television production degree at the University of 
Florida, Blakey found himself increasingly gravitating toward the music scene. While 
playing in bands and recording friends on his four-track cassette recorder, Blakey 
was introduced to live sound reinforcement by a friend who also happened to have 
a home studio. Seven years later, with his Bachelor of Science degree in hand, 
he came to Los Angeles and began cleaning toilets for the Record Plant. 

“5,470 food runs later,” he says with a laugh, “I was graciously promoted to assis¬ 
tant engineer. No longer occupied with replenishing toilet paper dispensers, I accepted 
the challenge and responsibility required to work in a multi-million dollar facility.” View¬ 
ing his role as an extension of the first engineer, Blakey's burgeoning skills have caught 
the eye of his fellow staff, making the likelihood of a 5,471st food run slim indeed. 

EQ: How did you land your current gig? 
Elliott Blakey: I just happened to walk into The Record Plant during a 

• “runner drought.” 
How did you get started in engineering? 
I spent my early college summers recording friends and their bands on my 

four-track cassette recorder. 
Where do you see yourself in five years time? 
Hopefully, working consistently! 
What are your ultimate career goals, and how do you intend 

to accomplish them? 
By keeping my ear to the ground (as I always try to do), I’d love to work with 

passionate, innovative performers. 
Who are your heroes in engineering and record production? 
There are so many engineers that I admire: Dave Fridmann, Andy Baker, Bob 

Weston, David Barbe, and Michael W. Rotolante, to name just a few. 
What are your favorite current recordings, and why? 
Chavez Gone Glimmering, The Flaming Lips The Soft Bulletin, Wilco Being There. 

I love any music that stimulates mental imagery as a direct reaction to aural perception. 
If you were stranded on a desert island and could only take one 

piece of studio gear with you, what would it be? 
An SSL 9000J would make quite the warm bed on cold island nights. 
What’s the coolest recording technique you’ve discovered? 
If an idea seems absurd...try it! 
What’s the single best piece of advice anyone ever gave you? 
Don’t try to control each cow, just guide the herd! (Think about it.) 
What’s the single best piece of advice you can give our readers? 
If you’re working as an assistant engineer, observe and absorb. 

GLLIOTT BLAKGY 
EQ poses ten questions to an up-and-coming engineer 
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TRIPLE • POWER 
TOP END PROCESSORS YOU CAN AFFORD 

M'ONE') 
DUAL EFFECTS PROCESSOR y 

The 

POWER 

The Rh^ »eia« 

; îîectronic 

TRIPLE’C") 
COMPRESSION MEANS EXPRESSION 

^Digital swnc: DI 
Lcdzctronic 

State: Zip: City:_ 
Country:. 
Phone: _ 
E-mail: _ 

TRIPLE’C can deal with virtually any given 
source material. The three Compression 
techniques combined with an analog style 
user interface, presets and full MIDI 
automation make TRIPLE*C the most versatile 
and ergonomic Compressor on the market. 
Inset TRIPLE»C on a single channel or oma 
Sub group and achieve comprehensive results. 

A studio effects processor dedicated solely 
to providing digital delay is a rare thing in 
this age of all-singing, all-dancing multi¬ 
effects units. In the D-TWO, TC have 
produced a very attractive delay unit that 
sounds exemplary and offers some unigue 
features as well as all of the expected ones. 

Paul White - Sound On Sound (UK) 

THE ONLY INSERT 
COMPRESSOR YOH WILL 
EVER NEED ! 

TRIPLE*C is availaole in both 
Single and Stereo channel versions. 

sound. The M-One gives you a wide range 
of high quality reverbs from the classic 
Halls and Rooms to new and grainy snare 
reverbs such as Live and Plate. 

TC Electronic's M-ONE and D-TWO ore very 

powerful yet affordable new multi-effects 

units from one of the most highly 

respected names in signal processing. 

I highly recommend the M-ONE and D-TWO. 

Mike Collins - Electronic Musician (US) 

MÜLTI-DHND COMPRESSION 
Multi-band Compression allows TRIPLE»C to 
spectrally Compress your source material in 
three bands independently. 

electronic M-ONE FEHTÜRES 
• 20 incredible TC effects e.g. 
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 
• S/PDIF digital I/O, 44.1-48kHz 
• 1/4" Jacks - Dual I/O 

DUHL EFFECTS PROCESSOR 
The M-One comes with Dual Engine 
structure enabling you to run two of the 
best sounding reverbs or other quality 
effects simultaneously without compromising 

YES! I'd love to have a FREE DEMO CD 
inc. M’ONE, D’TWO Et TRIPLE’C material 
Name:__ 
Address:—_____I 

ENVELOPE COMPRESSION 
Alter the dynamic envelope of the incoming 
source by changing the Attack and Release 
gain. 

D-TWO 
MHIN FEHTÜRES 
• Multi-tap Rhythm Delay 
• Absolute Repeat Control 

Up to 10 seconds of Delay 
50 Factory/100 User presets 
24 bit A/D-D/A converters 
S/PDIF digital I/O, 44.1-48kHz 
1/4” Jacks - Dual I/O 

50 Factory presets + 100 User presets. 
24-ßiTdigital In/Out. 
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RHYTHM THP FERTURE 
TC introduces the truly musical RhythmTap 
feature: Not only tempo, but actual rhythm 
ßatterns can be tapped directly - or quantized 
according to a specific tempo and subdivision. 
The delays and rhythm patterns can be up 
tp 10 seconds each. Control the exact number 
of repeats with Absolute Repeat Control. 

TC ELECTRONIC A/S DENMARK • + 45 8742 7000 
TC ELECTRONIC INC. USA • (805) 373 1828 • [r*x] (805) 379 2648 

INFOUS®TCELECTRONIC.COM • WWW.TCELECTRONIC.COM 

FULLDHND COMPRESSION 
TRIPLE»C simulates the best from th'^«ilog^J 
world's compressors ind allows you to ¿cnn ve I 
full-band Compression sound instantly. 

D’TWO 
MULTITAP RHYTHM DELAY 

row« 



BE A PLAYER 

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 • MG2 • EXTREME GROOVE • MUSIC GEAR ONLINE 
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Visit the Vinny Valentino Web site at 
muiw.Ylnnu wm-



BWA Studio 
Jazz artist Vinny Valentino’s recording home 

By Steve La Cerra 

STUDIO NAME: BWA Studio 
IDEATION: Teaneck, NJ 
KEY CREW: Vinny Valentino, John Benitez 
CREDITS: In addition to releasing five solo albums, 
Now and Again, Distance Between Two Unes, 
Rudolph Valentino, Live at the Cafe Japone, 
and Center Place (recorded completely in his 
studio), Vinny Valentino has shared the stage 
or studio with jazz greats that include Tom 
Scott, Gary Bartz, Bob Moses, George Ben¬ 
son, John Pattitucci, Steve Gadd, Patrice 
Rushen, Charlie Byrd, Buck Hill, and Jimmy 
McGriff. Valentino has also appeared as both a 
guest and guest host on BET’s BET on Jazz. 
One of the first musicians to perform live on the 
Web, Vinny continues to pioneer on the Inter¬ 
net. He can be seen at www.vinny.com 
giving online performances, lessons, and mas¬ 
ter classes. 
»XING CONSOLE: Yamaha 01V 

MONITORS: Yamaha MSP 10 (powered) 
REC0RCSI5: Yamaha DSP Factory and MT44; 
Sony DATman 
OLTTBOARO: Valentino notes that he’s “sold all the 
outboard stuff, and I use plug-ins for com¬ 
pression and gates.” 
EFFECTS: Yamaha REV500, DSP Factory 
MfS: Sennheiser MD441, MD421; Shure 
SM57, SM58, SM53; A KG C414 [2] 
SAMPLSS/XEYBDAffiS/MBI 
MODULES: Yamaha MU80, MU100 

COMPUTERS: Pill 500 MHz with Asus motherboard, 
128 MB RAM, Graphics. Blaster video card 
with 16 MB RAM; 4.5 GB SCSI hard drive, 8.5 
GB, 4.3 GB, 20 GB IDE hard drives; Yamaha 
SCSI CD burner. Second computer is a PH 350 
MHz with 128 MB RAM and 20 GB hard drive. 
Both computers share a KDS 15-inch monitor 
and are networked via ethernet. 

SOFTWARE: Cakewalk Pro Audio 9.4, Guitar Studio, 
Musician's Tool Box II and III, Q Tools, Cakewalk 
Effects I, II, III; DSP Effects, Steinberg Wavelab 3.0 
STUDIO NOTES: Valentino used *a Yamaha MT44 
four-track recorder when I first started,” he ex¬ 
plains. “The studio has since graduated to a 
Yamaha 01V digital mixer and DSP Factory, 
vVhich are the heart and soul of my setup. I 
also use the latest version of Cakewalk Pro 
Audio 9 for recording and sequencing.” 
EQUIPMENT NOTES: “A good headphone mix is one of 
the most difficult yet sought-after aspects of 
studio recording for jazz musicians. In order to 
get any separation, you need to monitor 
through the headphones. The 01V and DSP 
Factory allow for good separation. For every 
mixing and recording project, I’ll record a 
scene memory for each song, including set¬ 
tings for the headphone mix as well as EQ, 
panning, output, and effects. You can auto¬ 
mate with the 01V in many ways, but I do it via 
MIDI for program changes, fader movements, 
and effects.” 
PRODUCTION NOTES: Although Valentino's guitar 
parts on Center Place were recorded direct¬ 
ly into the DSP Factory, sessions at his stu¬ 
dio “generally revolve around the miking 
and tracking of acoustic instruments. The 
Center Place CDs acoustic bass and hand 
percussion were run directly to the 01V. I 
took the 01V’s digital sub outs for the parts I 
wanted in stereo, and those went to the DSP 
Factory’s stereo digital input. I then record¬ 
ed into the DSP Factory (on a number of dif¬ 
ferent hard drives) to Cakewalk. Within 
Cakewalk, there is the Audio X console, 
which is a DSP Factory console inside the 
software for easy control over DSP Factory 
parameters.” ■ 
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ROOM WITH A VU 

By Steve La Cerra 

RSOOO I 30 

STUDIO NAME: B.O.M.B. Studios 
LOCATION: West Hempstead, NY 
KEY CHEW: Bruno Ravel and Steve West 
CREDITS: As founding members of the band Danger Dan¬ 
ger, Steve West (drums) and Bruno Ravel (bass, guitar, 
anc vocals), have released five albums, including their 
current CD, The Return Of The Great Gildersleeves. Their 
forthcoming CD, Cockroach, is slated for release in No¬ 
vember 2000 on Low Dice Records (JVC in Japan). 
Steve and Bruno have written and recorded "Team 
Thanes" for the New York Yankees, Baltimore Orioles, 
Boston Red Sox, and New York Mets (released under the 
BMG Special Projects label). Their recent activities in¬ 
clude producing the band LMNT (“Element"), on a soon¬ 
to-be-released CD, recording tracks for the band West 
Word, and producing and recording music for a track on 
the upcoming CD for DJ Hurricane (of The Beastie Boys). 
MIXING CONSOLE: Mackie D8B 
MONITORS: Mackie HR824, Audix Studio 3A, Yamaha 
NS10M, Sony MDR-7506 headphones [3] 
AMPS: Hafler P4000, Samson Q5 Headphone Amp 
RECORDERS: Alesis ADAT XT [3], TASCAM DA-30mkll 
OUTEDARD: Empirical Labs EL8 Distressor [2], Avalon 
VT-737SP, Rocktron Chameleon preamp, Line 6 Pod 
EFFECTS: Lexicon PCM90, MPX500, MPX100; Yamaha 
SPX900, Eventide H3000 SE, Alesis Wedge 
MKS: AKG C414, Rode NT2, Lawson L47, Shure 
SM57 [2] 
MIC »REAMPS: Avalon VT-737SP, Demeter VTDB-2b Tube 
Direct Box 
SAMP.ERS/KEYilOARDS/MIDI MODULES Digidesign SampleCell II, 
Ku^weil K2000, Nord Lead II, Roland JV-2080 
(“with a bunch of expansion cards”), JX-8P; Korg 
Trinity TR Rack, M1; Alesis Nano Piano 
COMPUTERS: Apple Mac G4/450 MHz with 320 MB RAM. 
Maxtor Diamond Max Pro 40 GB drive [2], Quantum 
Fireball 10 GB drive and Cheetah 18 GB drive; both 

connected to an Adaptec 2940U2W SCSI accelera¬ 
tor; Mark Of The Unicorn 308 and 2408mkll 
SOFTWARE: MOTU Digital Performer 2.72, Bias Peak 2.5, 
Digidesign Sample Cell II, Rebirth, BitHeadz Unity 
DS-1. Plug ins: Waves Gold Bundle, Metric Halo 
Labs Channel Strip, Kind Of Loud Real Verb, 
Antares Auto-Tune and Mic Modeler, plus “lots of 
VST plug ins." 
STUDIO NOTES: Steve West explains that “Bruno and I 
are making records basically in our home, and 
they're comparable to records with a quarter-mil¬ 
lion dollar budget. There are some things we do 
at other rooms, but with what Bruno brings to the 
table as an engineer, we’re able to do great pro¬ 
ductions. And, of course, we're not rushed, so we 
can take our time to get it right. It's so comfort¬ 
able, and it’s the best thing that's ever happened 
to us." 
EQUIPMENT NOTß Bruno has a few pieces of gear he re¬ 
lies on, including the Lawson L47 microphone, 
the Avalon VT-737SP, and the Distressors. “I love 
the L47 — to me, it’s like: why go any further? Us¬ 
ing the L47 through the 737 sounds gorgeous for 
vocals — sweet and warm. I use the Distressors 
on just about everything, sometimes even the 
two-track mix. Digital Performer is the main 
recording system, though I do use the ADATs 
often. I might work on analog tape for tracking, 
then transfer to ADAT and bring it into Digital 
Performer." 

According to Steve, “The D8B has made life so 
much easier because of the recall — switching be¬ 
tween projects is much quicker now. We just had a 
few different projects going at once: a Christmas song 
for Danger Danger, a mix for LMNT, then the sports 
teams projects, and it’s seamless going from one to 
the next." ■ 

B.O.M.B. Studios 
Danger Danger drops the B.O.M.B. on pro baseball 



JOEMEEK 
If you haven’ttried 

the new Joemeek Channels, 
you haven't got a Q! 

Joemeek set the standards 

for "vintage" retro recording 

designs by offering quality 

and value. No other direct 

recording channel can match 

the silky smooth colored 

soundof Joemeek. While other 

units claim to reproduce colored 

"vintage" sound, wouldn't you 

rather own the one that does. 

VC2 Dual bine Anip Transformer Mic-Pre. Compressor, 
Enhancer '¿¿Tube Output Amplifier ̂ 1,999.09 

4 =§^4 WG5 Bitchen 2-ChanneI EQ 
with "vintage" fat tone for days Sá99.99 

Vr h i • 
Distributed by 

PM I Audio Group 
23773 M a’dison Street■ Torrance. California 90505 
ToilTree (877)563-6335 • Facsimile (310)373-4714 .i A"* L' ■< ' sA* ’M ■ ' J ' 

ioemeek.com 

gotmeek? 
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All the hardware you’ll ever need for 
recording on your computer. 

The Omni Studio includes a Delta 66 soundcard and 
the Omni i/O Integrated Desktop Audio Station and is 
compatible with Mac and PC, Logic™, Cubase™, 
Cakewalk™, Digital Performer™, Vegas™, 
Gigasampler™ and everything else. Omni i/0 is also 
available separately for use with Delta 66 and Delta 44 
cards. Coming soon: Omni Universal Compatability Cable 
for adapting the Omni i/0 to any soundcard. 

Now with the Omni Studio you can: 
• Record with 24 bit/96kHz precision 
• Insert compressors on your mies 
• Buss to outboard FX or submixers 
• Mix to DAT/CD burner and cassette 
• Monitor your MIDI gear in playback and record 
• Track with 2 headphones and/or monitors 
• Leave everything connected all the time, ready for 

instant access 
• Forget about your gear and just make music 

rAUDIO wniDiman 
800-969-6434 • WWW.M-AUDIO.COM • WWW.MIDIMAN.COM • EMAIL: INFO@M-AUDIO.COM 
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MICRO 
RCA 

D 
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E tv PHOTO BY WESb/nDER 

Technical information furnished through the courtesy of 
Arthur Garcia and Bob Paquette. 

MICROPHONE NAME RCA BK-10B (MI-11018-B) 
FROM THE COLLECTION OF Bob Paquette. The Microphone 
Museum, Milwaukee, Wl 
PRICE WHEN NEW: Unknown 

YEAR OF MANUFACTURE: circa 1960 (see notes) 

TYPE OF MIC Ribbon 

FREQUENCY RANK 50 Hz to 15,000 Hz 

DIRECTIONAL CHARACTSTISTICS: Unidirectional 

EFFECTIVE OUTPUT LEVEL: -55 dBm for a sound pressure of 10 

dynes per square centimeter 

HUM PICKUP LEVEL -128 dB, referred to a hum field of 1 x 10 3 

Gauss 

OUTPUT IMPEDANCE 200 Ohms (can be changed to 40 Ohms) 
EXTERIOR FINISH TV gray and black 
DIMtk NS 10.875 long x 1.75 diameter (inches) 

WEIGHT: 2.75 pounds (less cable) 
MOUNTING. 7/16-inch hole provided in the mounting arm for 
boom attachment 
MIC NOTES Also known in the industry as the “Perry Como" 
microphone, RCA’s BK-10B was a highly directional mi¬ 
crophone produced by RCA in very limited quantities 
(many of those produced went to the Canadian Broad¬ 
casting Company). Developed specifically for NBC Televi¬ 
sion Studios, the idea behind the BK-10B was to produce 
a microphone that could be boom-mounted for television 
applications, had the sound of RCA’s BK-5A uniaxial 
microphone, and yet would be able to reject unwanted 
background sound in favor of Como's soft voice. To ac¬ 
complish this, RCA engineers used two closely matched 
BK-5A elements in the BK-10B, mechanically arrayed in a 
single tube with vents for each element. Output of the two 
elements is electrically summed through a passive net¬ 
work contained in the microphone body. The combined 
output of the two elements yields a tight pickup pattern 
akin to today's hypercardioid pattern, and capable of 
“reaching" almost twice the distance of a cardioid mic. 

According to company literature regarding the BK-10B, 
“an RCA-developed blast filter is incorporated in the unit to 
reduce the possibility of damage from gun blasts."(!) Although 
the microphone appeared in few (if any) RCA catalogs, tech¬ 
nical approval of the BK-10B was signed off May 12,1960. 

For additional information, see the RCA BK-5A 
MicroPhile in the April 1996 EQ. 
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The “kid from Iceland” records Sheryl 
Crow, the Wallflowers, and Los Lobos 

Husky Höskulds 
SUSPECT: 

ANCESTRY: 

H08TT: 

OCCUPATION: 

RSDaCE: 

VEHICLE: 

DIET: 

CBHMTS: 

NOTES: 

Mr. Bonzai: Why did you become a 
recording engineer? 
Husky Höskulds: I was just a fan of mu¬ 

sic and interested in the gear, so this seemed 
like the only job where you could meld the two. 

Did you have any teachers? 
As far as making records, it would have to be 

Tchad and Mitchell. On the strictly engineering 
side, Tchad definitely had a lot to do witn the way 
I do things now. Working with those guys was an 
eye opener. Being a part of making records with 
artists like Los Lobos — it feels like you’re work¬ 
ing on the Beatles. You gotta make sure you don’t 
do anything stupid while taking it all in. 

What is Tchad’s greatest quality? 
He's incredibly generous — that's hard to 

find in this business. He's fun to work with and 
fun to hang out with. 

What gear do you have in your per¬ 
sonal arsenal? 

I have a lot of percussion instruments, like funky 
old tambourines, bongo drums, and a bunch of 
old snares. I try to bring things that are different 
from the norm, something odd that has a differ¬ 
ent kind of sound from what most drummers would 
bring to the studio. The most logical place to start 
— if you want to have an influence on tne sound 
— is to go to the source, as opposed to doing it 
all from the other side of the glass. I also have 
some keyboards — an old S-4 tube Hammond 
organ, a Clavinet, a pretty decent pump organ — 
instruments with a different texture. 
What about outboard gear and 

processors? 
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S. “Husky” Höskulds 

Born and raised in Iceland 

6 ft. 4 in. 

Recording engineer 

Los Angeles, California 

1991 Suburban 

Smoked trout 

Suspect has tracked and overdubbed the 
Wallflowers, Michael Penn, Sheryl Crow, Los 
Lobos, Vonda Shepard, etc. Currently recording 
Joe Henry. 

Höskulds studied audio engineering at UCLA. First 
job was as a runner at One On One Studios (now 
Extasy Recording), followed by an assistant 
engineer gig at Grand Master, then Hollywood 
Sound, and finally the Sound Factory, where for 
a number of years he assisted the producer/ 
engineer team of Mitchell Froom and Tchad Blake. 

I've got a couple of ratty compressors and a 
pretty unimpressive collection of gear compared 
with the “good” stuff. I don't have any LA-2A's or 
1176's, but all the studios do. The ones I have are 
the dbx 163’s, Orban stereo compressors, and 
things that have a drastic color — a big effect on 
the sound. I like gear that has a strong charac¬ 
ter to augment what is in the studios. I also have 
a couple of nice M-1 preamps made by John 
Hardy that are great for ribbon mies and for vo¬ 
cal work. A lot of gain, but they are very clean. 

What about the major gear — any 
preference on consoles? 

I don't have to work on an API or a Neve, but 
they happen to sound great. I find it easier to 
work on the APIs at Sound Factory, because 
they are well laid out. You don't have to get up 
and walk over to the other end of the room to 
push up the tambourine on channel 74. 

Analog or digital, which do you prefer? 
I’m fine with both. I usually do my tracking on 

analog two-inch, and then I have a Pro Tools rig, 
the 001 system, that I use in tandem — more as 
a piece of outboard gear and a sampler, a de¬ 
vice to loop things and do a couple of quick ed¬ 
its. I use it as a back up, for archival purposes, 
and when I need to twist things around a bit. 

Quick impressions of people you’ve g 
worked with — was it a thrill to work * 
with Bob Dylan’s son? 

Absolutely, but it was also great fun to work § 
with such fine musicians, with great senses of 5 
humor. I'm just a kid from Iceland, you know, § 
and there was no pop music when I was grow- o 
ing up, so the fact that he is Bob's son wasn't 5 
really such a big deal to me. § 

How was it working with Sheryl g 
Crow? 5 

Pretty cool. She had done a considerable part 
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of the Globe Sessions by the time she got 
to L.A. and I got involved with the project. We 
did three or four tracks, and it was good fun. 
The pressure was off, because she had al¬ 
ready done most of the record. She'd be 
working on a song with her guitar player Jeff 
Trott, and we recorded pretty fast — just 
blew through the material. It came out real¬ 
ly well, and she was excited. 

How did you get the gig? 
I had worked as an assistant for Tchad 

on her previous record. 
What have you been up to lately? 

Last night was one of the best sessions 
I’ve ever worked on. I’m recording Joe Hen¬ 
ry now, and we had Ornette Coleman come 
down and play. Incredible people involved, 
the players are great, songs are amazing. 
Ornette came in, got his horn ready, and 
just started blowing. We put down three or 
four tracks and after each pass I'd turn 
around and look at Joe, our producer Craig 
Street, and our arranger Steven Barber — 
their jaws just dropped. The first take was 
great, then it just got better and better. The 
last take really blew the roof off and, after 

► WEBLINK 
Questions or comments for Mr. Bon-
zai? E-mail him at mrbonzai(s>mrbon-

I stopped the tape, he said, “Yeah. That 
was it. On those other takes I was just play¬ 
ing the sax, but on the last one I was play¬ 
ing the music.” 

What kind of mic did you use? 
I had a Coles ribbon mic. 
Did you ever screw up in the 

studio? 
Of course not — that’s not good press. 

George Martin, Alan Parsons, Phil Ramone, 
Producers interviewed include: 

and 34 other world-class pros share their 

creative secrets and nuts-and-bolts 

techniques in Howard Massey’s new book, I I ! ■ 

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 

$24.95.224pp. 25 photos, trade paper. ISBN 0-87930-614-9 scoop from the pros behind the glass. 

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

George Martin 
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George Massenburg 

Phil Ramone 

Nile Rodgers 
Brian Wilson 

web: www.books.mfi.com Distributed to music stores by Hal Leonard Corp.; to bookstores by Publishers Group West. 

Ill 
Behind the Glass 

TOP IECOIO NHOCEtS TEIL NOW THEY EIMI THE MIK 

EQ I NOVEMBER2OOO I 38 



Carefully interwoven technologies. 

Like no other microphone you’ve ever used. 

The KSM44 multi-pattern studio condenser captures the essence of sound. 

Three polar patterns and an externally biased dual-diaphragm design let you record any situation 

with incredibly low self-noise (7 dB). Once you listen with the KSM44. you'll discover a uniqueness that makes 

recordings stick. To join the growing number of KSM44 enthusiasts, call I-800-25-SHCIRE or visit www.shure.com. 

© 2000 Shure Incorporated 

SHUi^ 
IT'S YOUR SOUND ' 

CIRCLE 48 ON FREE INFO CARD 



BONZAI 
MRBONZAI@MRBONZAI.COM 

If you were a microphone, which 
would you be? 

I'd be a skinny long one like me, maybe 
a C12 — y’know, very bright. 

What’s wrong with the music 
industry? 

I'd say there are too many people get¬ 
ting record deals who can’t really play. 

What do you listen to while 
you’re driving? 

Lately I've been listing to Ennio Morri¬ 
cone, Raymond Scott, Esquivel, and Mr. 
Bungle. 

If you could go back in time, 
what would you like to record? 

I wish I could have been around to work 
on those Esquivel sessons. 

What is the first music you re¬ 
member hearing? 

My grandfather, the choral director, re¬ 
hearsing the town church choir in the liv¬ 
ing room every week. Grandma would 
make coffee and cookies. It was like go¬ 
ing to church, except you could go to the 
bathroom whenever you wanted to. 

If you could pick anyone, is there 

me i 
SCOTT HULL 
mastering 

Scott Hull Selected Discography: 

»■ Steely Dan 

- Garbage 
- The Offspring 
>- Limp Bizkit 

- Those Bastard Souls 

» Spacehog 
- Marah 

- J. Mascis 
- Cupcakes 
- Nelly Furtado 

- Tonic 
- Amanda Marshall 

- Ani DeFranco 
- Indigo Girls 
- Shawn MuNns 

Classic Sound Inc. 211 West 61st Street New York, NY 10023 
For booking contact: Andrea Yankovsky (212) 262-3300 

email: andrea@classicsound.com 
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anyone in the world you would like 
to record? 

Tom Waits. 
Do you know any interesting mu¬ 

sic business tricks? 
No, not really. You turn in your invoic¬ 

es like anywhere else — it just takes longer 
to get paid. 

Who is the most amazing artist 
you’ve worked with? 

I hate to single out just one, but there is 
no way you can't mention David Hidalgo. But 
I would like to also mention the people on this 
Joe Henry record: Marc Ribot on guitar, Brad 

I Mehldau on piano, Abe Laboreal, Jr. and Bri¬ 
an Blade on drums, and Dave Piltch and 
Me’shell Ndegéocello on bass. Craig Street 
really put a great band together. 

What was your most ridiculous 
experience in a recording studio? 

I was working on a hip-hop record at 
Hollywood Sound as an assistant. The pro¬ 
ducer brought a little bag with his own mas¬ 
ter fader so he could run the signal through 
it and it would “sound amazing.’’ It went in 
one end, came out the other, and had ab¬ 
solutely no effect on the sound. 

Any advice for getting a good 
start in the engineering field? 

You have to really mean it. Many engineers, 
assistants, and runners are in it for the wrong 
reasons. You really have to be sure this is the 

I life you want. It’s pointless to stick around if this 
I isn't what you really want to do. It’s a very time 
consuming job, and you get back what you 
put in. You can’t just show up and then go 
home — you gotta put in the extra effort. You 
can’t trick me into thinking you know what 
you’re doing. We've all been runners and as¬ 
sistants and helpers. It's easy to spot the guys 
who are good and the ones who aren't. 

What would you like Santa to 
bring you this year? 

A week off with my family at a bed and 
breakfast up near Santa Cruz. Nothing fan¬ 
cy — I don’t want him to feel taken ad¬ 
vantage of. Even a three-day weekend 
would be good. ■ 
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Producer Craig Leon explains how he uses 
similar approaches for recording New York 

punk and modern classical music 

Craig Leon 
By Homard Massey 

One of the maxims of the music business 
is that it can make for strange bedfellows. 
Who would have thought that a classi¬ 
cally trained musician with finely honed 
composition, harmony, and arranging 
skills would be the primary architect of 
the second-wave New York punk move¬ 
ment of the mid- 1970s? 

The man we're talking about is Craig 
Leon. Not only did he discover the original 
thrash-rock band—the Ramones — and 
go on to produce their groundbreaking first 
album, but he proceeded to bring many 
other denizens of CBGBs and Max's 
Kansas City to the listening public—bands 
such as Blondie, Richard Hell and the 
Voidoids, and Suicide. Eventually aban¬ 
doning the Big Apple for the lure of L.A., 
Leon’s eclectic career took a decidedly 
country twist — working with singers Rod¬ 
ney Crowell and Dwight Tilley — before he 
relocated to London, his present base of 
operations. In 1999, Leon reunited with 
Blondie for their critically acclaimed come¬ 
back album No Exit, and today he finds 
himself returning to his classical roots as he 
explores new ways of assimilating modern 
recording technology with conventional 

orchestra performance. To say that he has 
a singular perspective on the past, present, 
and future of record production would be 
an understatement. 

EQ: How do you feel your classi¬ 
cal background has enhanced 
your ability to make pop records? 
Craig Leon: I taught myself how to en¬ 
gineer in the 70s because I was flying by 
the seat of my pants and nobody would 
engineer the way I wanted to. I original¬ 
ly came from an arranging background 
— orchestration, composition, and piano 
— and a lot of that ended up in my 
method of production. I would actually at¬ 
tack each recording as you would a com¬ 
position — lay it out in blocks, like you 
would with normal orchestration. So I 
would do a lot of things in the arrange¬ 
ment that ultimately affected how the 
record sounded. Not on something like 
the Ramones, where everything was just 
a big wall of sound, but that approach is 
more evident on something like Blondie 
— music that has a lot of countermelodies 
in it. Even something which sounds rad¬ 
ical, like the Suicide records, were 

really thought out in terms of sonics — 
which frequencies people were going to 
be playing — rather than trying to EQ it. 
It’s about, “Let’s change the register 
where that bass is,’’ going through that 
type of preproduction to create a hole for 
the vocal. So, consequently, on a lot of 
those old punk records — and even up 
to the new Blondie record — I don’t use 
a lot of EQ and I don’t use a lot of effects; 
the arrangement is what shapes the 
sound of the record. Which is not a mil¬ 
lion miles away from what we were doing 
with classical records. Doing things with 
harmonies and different chord changes 
and not necessarily playing the root all the 
time in the bass changes the way a 
record sounds more radically than any¬ 
thing you can do electronically. The sound 
of a record has much more to do with 
what the musicians are playing and 
singing than it does mic placement. 

Conversely, how has your ex¬ 
perience as a pop record pro¬ 
ducer influenced the work you’re 
doing now in the classical genre? 

Actually, what I'm trying to do is to not 
do core classical recording. I’m doing 
more modern things — something that's 
very early music, but modernized. I’m try¬ 
ing to incorporate some of the techniques 
of pop in classical recording, like using 
multitrack — even though they are live or¬ 
chestral performances — and doing 
things with sequences. Sometimes, 
there are live instruments sequenced 
[through digital editing] and then over¬ 
dubbed with more live instruments. So it’s 
actually making very radical recordings 
in the classical world — I guess I can't 
ever quit making radical recordings of 
one kind or another! [Laughs.] There’s 
not a lot radical you can do in pop right 
now; it’s pretty much established. 

In 1900, they said that every¬ 
thing that was ever going to be in¬ 
vented had already been invented, 
so that’s a dangerous point of view. 

Well, I'm not quite saying that. Some¬ 
one could come out in the next year and 
make the killer record of all time that no¬ 
body’s ever heard before — please, 
somebody do it! But I’d like to do a 
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straight core classical record in a modern 
way, where you do something multi¬ 
tracked and use different EQs and differ¬ 
ent echoes to change the shape of the mu¬ 
sic a little bit. That’s one thing I'm really 
interested in right now. 

You said earlier that you learned 
engineering because nobody was 
around who could engineer the way 
you wanted. 

Well, you’ve got to realize that it wasn’t that 
far away from the '60s when we were start¬ 
ing to do Blondie and the Ramones. When 
you'd go [into the studio], you’d have people 
that were still unaccustomed to live, loud mu¬ 
sic. They were still trying to dampen things 
down, even in 1973 and 1974, when I start¬ 
ed doing some of the preliminary work on the 
things that came out in '75, '76, and '77. So 
you’d get very conventional engineering, very 
flat-sounding compared to what I wanted to 
hear. I wanted to hear the impact of a 
Ronettes record without having 300 things 
playing. [Laughs.] That was the goal; I want¬ 
ed to hear the band sound like that. But want¬ 
ing to get that larger-than-life sound involved 
a lot of things that were different in those days. 

The way we did the new Blondie album 
is pretty much the same way we did the old 
Blondie stuff, which for then was really rad¬ 
ical but now is the standard way to make 
a record. It was using a lot of room mies 
with leakage. On the early Ramones and 
Blondie stuff, there’s hardly any process¬ 
ing, and there's very little reverb. Even 
though it sounds really roomy, that's actu¬ 
ally the sound of a huge studio. Then, that 
was really radical — you didn’t do that. In¬ 
stead, you put an amplifier in a little cage 
and you put the drums in a little booth with 
foam all around it. So I’d have a lot of trou¬ 
ble with engineers wanting to do that. 

A couple of guys really got it. I worked with 
Shelly Yakus on a couple of things back then 
and he really had it down, but because of the 
low-budget nature of a lot of the records I was 
making, I couldn't get him all the time. So I'd 
have to go and do it with whoever was in the 
studio. I’d just put the mic wherever my ear 
was, and hopefully it would sound right. No¬ 
body taught me that — it was just a matter of 
moving things around until they sounded 
right. You know, “What's this? A limiter? Well, 
let’s put it across everything and see what 
happens." In those days, nobody was limit¬ 
ing the mix before it would go to mastering, 
or putting the whole drum kit through a stereo 
limiter. Everybody was saying, “This is tech¬ 
nically incorrect," especially when it's a pair 
of API limiters that crunch the hell out of it! 
[Laughs.] So we were trying a lot of things like 
that, and I had to do it myself because there 

was no method for doing it. We were still hav¬ 
ing people that were very used to recording 
close-miked jazz sessions and stuff, which 
was really cool also, but it just wasn’t what I 
was after, not with those bands. Later on, 
when I did Rodney Crowell and people like 
that, we did a mixture of both — very con¬ 
ventional close miking combined with a 
bunch of room sounds and having the drum¬ 
mer play in the bathroom and things like that. 

THE SOUND OF 
A RECORD HAS 

MUCH MORE TO DO 
WITH WHAT THE 
MUSICIANS ARE 

PLAYING AND SINGING 
THAN IT DOES MIC 

PLACEMENT. 
So you are definitely from the 

“leakage is good” school of 
thought? 

Oh, yeah. That, and getting as much of 
the live performance as you can possibly 
get on the record. Even today, when you're 
hearing things sequenced, get as much 
live as you can get. I never really separat¬ 
ed things a lot — not even to this day. 

But, with the exception of the 
Ramones recordings, there is good 
separation. You clearly carved 
out spaces for the individual in¬ 
struments within this broader 
brush of the big sound. 

That’s because there are a lot of overdubs, 
but the basic core of it is one big sound. We 
did a lot of the new Blondie record in the 
basement of Chris Stein’s house, in his re¬ 
hearsal room — a home environment, albeit 
with a lot of the equipment from my sophis¬ 
ticated studio. But, still, the basic feel of the 
album was the bass, drums, two guitars, and 
keyboards recorded live at Electric Lady for 
a couple of days. We then took that away and 
stripped things down and built on top of that, 
so you still have the live core of what the band 
was sounding like, even though there later is 
a bunch of separation from the overdubs. 

Generally, you can get a very good pic¬ 
ture of things — even within the mass — by 
panning instruments hard left and right. That 
comes from me listening to old Beatles 
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records, where, by necessity, the whole 
band’s on one side and then a guitar solo and 
a tambourine is coming out of the other side. 
[Laughs.] I thought that was really the way 
they were supposed to be! Because I grew 
up in America, I didn't know that the band and 
George Martin disowned all of that stuff. 

Do you tend to use fairly stan¬ 
dard drum miking in addition to the 
extensive room miking? 

It’s pretty much a close-miked kit plus a 
stereo overhead of one kind or another. 
Sometimes there’s added emphasis on a 
cymbal or two if it's not being picked up, 
but it depends on the drummer. How you 
mic something and how you EQ it — in fact, 
everything that you do — is actually driven 
by the way the instrument is being played. 
If it’s a guy that has a really heavy foot, you 
would use a different mic on the bass drum 
than the guy who has a very light foot. You 
would judge where the room mies and 
where your overheads are placed more by 
that than anything else. How the drummer’s 
playing determines your mic setup, so there 
isn’t a standard setup that works; no one 
thing works all the time. I’ll even change 
mies within a session. [Blondie drummer] 

Clem [Burke] is pretty consistent in the style 
that he plays, but within different styles of 
music, we use different setups; sometimes 
the room mies and the overheads will be 
way overhead and sometimes they will be 
really close, depending on how hard he's 
playing the cymbals. 

THE MORE I’VE 
BEEN WORK NG IN 

DIGITAL THE 
MORE ANALOG’S 

SOUNDING OLDER AND 
OLDER TO ME. 

Do you experiment with placing 
the drums in different areas of the 
room? 

Yes, or even in different rooms. If you’re 
going to throw a whole bunch of digital re¬ 
verb on it later, it wouldn't really matter, but 
if you’re trying to get an organic sound, the 

room means so much more than which 
specific mic you're using. 

For example, we did some overdubs on 
that first Ramones album in a huge room — 
again, there’s that connection between punk 
and classical music, because it was Arturo 
Toscanini's old rehearsal hall with the NBC 
symphony above Radio City Music Hall. So 
we were in this room that was about 65 by 
100 and 30 feet tall, and we had room mies 
all over the place. We wanted the sound of 
an explosion on one song so I ran around 
and had people climbing up ladders and 
putting room mies all over the place while 
Tommy [Ramone] hit a tom-tom. For all that, 
it just didn't sound roomy enough. No mat¬ 
ter what we did, it sounded like someone hit¬ 
ting a piece of paper — even if it was 50 feet 
away and cranked up and run through API 
limiters. So we just took a pair of grand pi¬ 
anos and put them around Tommy’s kit and 
put bricks on their sustain pedals. Then we 
put up a pair of [Neumann U] 87’s in a nor¬ 
mal pattern over the drums, cranked them 
up, limited them to death, had him do one 
hit, and it sounds like cannons exploding. 

That’s not just an isolated incident, either; 
something like that seems to happen on 
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almost every session. For example, on the lat¬ 
est Blondie album, Debbie [Harry] didn’t want 
to have as resonant a sound as she usually 
did, so we got different pieces of foam to put 
up above her head and we’d lower them or 
raise them to get more or less resonance on 
her voice. There were even a couple of songs 
where she wanted to do something really 
deadpan, so she'd actually put the foam on 
top of her head and wear it like a little hat! 
[Laughs.] Maybe that sounds like 1920s 
recording techniques — you know, move far¬ 
ther away from the horn — but it works. We’d 
have people, within the course of a track, 
moving on and off mic on things. We’d move 
mies — do half of a guitar solo with close 
mies and then do another take with different 
miking, maybe putting the two mies out of 
phase — and then combine the two in the 
middle of the solo. As much as I want a live 
base, I do stuff like that a lot. 

Every incident that I’m describing is not 
an over-the-top trick; it's something that 
worked because the guy really thought 
about the way the piece of music was meant 
to sound, about what the composer intended 
or what the artist wanted out of his guitar 
solo. You want to do what emphasizes that 
and not just do it for the hell of it. And when 
it’s done right, you really get that bit of mag¬ 
ic that makes the record something special. 
You want to use whatever devices you have 
at your disposal to any extreme in order to 
make the record sound right. 

How will you decide to record a 
particular instrument on analog ver¬ 
sus digital? 

I’ll use analog if I want to hear tape sat¬ 
uration, and that wouldn’t necessarily be on 
the instruments you would think you'd want 
saturation on. I’ve done acoustic cello on a 
classical recording with tape saturation and 
heavy, heavy compression. Why not? It's al¬ 
most like a little homage to George Martin. 

So the only reason you’d go to 
analog would be for tape saturation? 

Well, there’s a theoretical “warmth" factor, 
which really isn’t the right word. It’s just that, 
because we grew up listening to analog, it 
sounds right to us. And the more I’ve been 
working in digital, the more analog’s sound¬ 
ing older and older to me. That's more in my 
past than my present, but when the transition 
to digital was happening in the Ws, I’d always 
have in the back of my mind that it doesn't 
sound right until it’s analog. Now, because 
we’re ending up in a different medium — be¬ 
cause we’re not going to vinyl anymore — I 
don't know how valid that is. But there are cer¬ 
tain things where I’ll go for analog, maybe 
more from worshipping some sound that I 
heard in my youth than any other reason. 
Maybe I’m wrong, but I have a feeling that, 

as the years go by, I'm going to be less de¬ 
pendent on hearing that old “warm” sound. 

That’s kind of the tube versus 
solid state argument, also. 

It's the same thing. When I started doing 
some of these classical things, I had access 
to the mic cabinet of both Decca records — 
which is unbelievable — and the mic cabinet 
of Abbey Road, which has everything, you 
name it. I would be able to set up 50 [Neu¬ 
mann] M 49’s if I wanted to, but what ended 
up sounding right to me was a modified trans¬ 
formerless M 50. On the other hand, I’ll use 
valve [tube] mies on certain instruments 
because they sound a bit more mid-rangy 

HOW YOU MIC 
SOMETHING AND HOW 

YOU EQ IT - IN 
FACT, EVERYTHING 
THAT YOU DO -

IS ACTUALLY DRIVEN 
BY THE WAY THE 

INSTRUMENT IS BEING 
PLAYED. 

and brighter to me in an odd kind of way. 
You’d think the opposite—that they’d sound 
round and warm and velvety, but they don’t. 
Nowadays, especially when you’re recording 
to digital, the criteria for not using a valve mic 
is generally noise. When you're doing very, 
very low-level recording of something, they 
just won't work. But I tend to use valve mies 
more in pop stuff than in classical, because 
it’s masked and it gives you a different kind 
of a punch — kind of a mid-range, lower oc¬ 
tave punch. I also like to use valve mies as 
overheads on drums — a [AKG] C24 instead 
of a pair of 414’s or something like that. 

The flavor of tube equipment on 
tape is also different than tube to 
digital. 

Which is why I’ll do things simultaneous¬ 
ly. On the Blondie album, there are a lot of 
things that I ran to analog and to digital si¬ 
multaneously — bounce some bits over from 
the analog, edit some bits on the digital. There 
are times when I've actually used the analog 
drum take for the verses and the digital drum 
take for the choruses. It’s all subtle stuff, but 
it builds up over the course of many instru¬ 
ments on a record. I wouldn't say that that’s 

going to miraculously change anything, ex¬ 
cept in your own mind when you're doing it. 
But if you apply that philosophy to many dif¬ 
ferent elements of a recording, then it can all 
of a sudden open up in the choruses as op¬ 
posed to being really intimate in the verses. 

Do you generally mix to both do¬ 
mains as well? 

Not anymore, because we’re in the CD 
medium and you might as well get it 
sounding good in that medium as soon as 
possible. I'll use outboard analog, but I 
usually mix to digital. 

As an American producer living 
and working in England, do you 
think there’s an “English sound” 
versus an “American sound”? If so, 
what accounts for it? 

I do. There’s a different approach and a 
different mentality. I think it’s because the 
control rooms in England are drawn up 
more by the seat of their pants. You’re work¬ 
ing on speakers that are extraordinary, but 
they’re not positioned using any kind of sci¬ 
entific method; they’re placed according to 
what sounds good to the people that are 
working in the room, so it’s done by ear. 
Whereas in America, I think it’s done a 
little bit more technically by the book, and 
that creates a different sound. 

I find that I actually push myself a little 
more in English studios, because the envi¬ 
ronments are a bit unnatural. One of my fa¬ 
vorite rooms to work in here was the old AIR 
studios. The control room had big floor-to-
ceiling windows overlooking Oxford Street. 
That was how the room was designed, yet 
George Martin would sit there and get the 
most incredible sounding things out of there, 
and I got really good results as well. 

All of which proves that the sound doesn’t 
come from the equipment, but from the way 
you hear things in the room. The most im¬ 
portant criteria, more than anything outboard, 
desk [mixer] choice or anything, is how you 
hear something coming through the speakers. 

But will a number one British pop 
record and a number one American 
pop record have qualitatively dif¬ 
ferent sounds? 

These days, it's really odd because 
chances are both of them were recorded 
all over the place; the vocals were done on 
an ISDN line and they were mixed by some 
guy in Sweden. That’s another thing 
that's becoming great: the ability to work 
on things in many places. As a result, the 
sound of records has become more uni¬ 
versal now. 

This interview is excerpted from Howard 
Massey’s new book Behind The Glass, avail¬ 
able from Miller-Freeman Books. 
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TECHNIQUES 
REMIX 

Jonathan Peters builds a 
remix from just a vocal track 

Starting 

From Scratch 
by Steve La Cerra 

Over the past few years, Jonathan Peters 
has been at the heart of some incredibly 
successful remixes by artists such as Whit¬ 
ney Houston and Deborah Cox ("Same 
Script Different Cast"), Janet Jackson 
(‘‘Doesn't Really Matter”), Paula Cole (“I Be¬ 
lieve In Love”), Sisqo (“Thong Song”), Jon 
Secada (“Stop”), Vanessa Williams (“First 
Thing On Your Mind”), Montell Jordan 
(“Get It On Tonight"), and Brian McKnight 
(“6,8,12”). Jonathan’s busy remix sched¬ 
ule — plus his launch of Deeper Rekords 
approximately five years ago — prompt¬ 
ed him to build a studio as a home base. 
That studio, Deeper Studios (New York), 
was designed by Fran Manzella, and in¬ 
cludes two control rooms containing almost 
identical equipment, although the B room 
uses MOTU’s 2408 mkll for audio I/O 
where the A room uses Digidesign 888/24 
I/O’s. All of these interfaces are connect¬ 
ed via a Z-Systems Digitai Detangler, 
allowing digital access to audio files from 
either control room. 

Starting From Scratch 
The foundation for a Jonathan Peters remix 
is the vocal track from the original record¬ 
ing. Jonathan typically receives only the 
original vocal track, but in some cases — 
such as Paula Cole's “I Believe In Love” 
— the record label delivers the entire 
song as a Pro Tools session on CD. 
Sometimes the label provides Peters with 
the vocal track on a DAT. And though he 
always requests the lead and back¬ 
ground vocals separately (preferably dry), 
lately labels have been sending him “the 
whole vocal performance, including 
backgrounds and effects on a two-track 
— which can make the [time] stretch hor¬ 
rible (see below). If we get a two-track of 
the lead and background vocals we can 
usually start working on the arrangement 
while we wait for the individual tracks.” 

Jonathan has recently been working 
with programmer and sequencing wiz 
Tony Coluccio, but before any se¬ 
quencing or recording takes place, Pe¬ 
ters decides on a tempo for his new ver¬ 
sion of the song. The original vocal is then 
loaded into Pro Tools. While the vocal is 

WEBLIMK 
Jonathan Peters is the founder of 
Deeper Rekords, mmuj.dWMrr^kordS.ÇQni. 

playing, Peters and Coluccio manually run 
Digital Performer at the new tempo and 
watch the clock to see when the vocal falls 
out of time with the sequencer. Serato 
Pitch’n Time is then used in Pro Tools to 
stretch the vocal to the new tempo; when 
they get it close to the tempo that’s running 
in Digital Performer, they put a click up and 
check the vocal against the click. Ac¬ 
cording to Peters, “Hiromi Abe, one of our 
engineers here at Deeper, handles a lot of 
the time-stretching duties, and she's real¬ 
ly good at it. Sometimes I’ll walk in and 
she'll have a vocal in time with a beat, 
ready for us to start the arrangement." Hi¬ 
romi also cuts the vocal up into samples, 
mapping them across the keyboard so that 
vocal phrases can easily be flown into the 
new version. 

From Pro Tools, the stretched vocal is 
imported into Digital Performer. Peters 
rarely uses the songs’ original rhythm 
tracks, preferring to create an entirely new 
arrangement. “If the song has some sort of 
a signature sound that helps identify the 
song — like the percussion sound in the 
Paula Cole remix — we might use it. But we 
usually recreate the entire rhythm section.” 

For working out the basic parts, Tony 
plays a Roland JV-2080 loaded with the 

Session expansion card. “There's a Concert 
Piano in there that’s real good, so I'll use that 
or some kind of pad sound to start. I love the 
Nord Lead for the dance sounds, and we 
have the Studio Electronics SE-1, which is 
basically a rack-mount programmable 
Moog. I use that for bass or sometimes for 
a synth-y ‘Emerson, Lake, and Palmer’-type 
of a Moog sound. I’ll layer the SE-1 with a 
harder sound from another keyboard just to 
give it some punch in the mid-bass, not nec¬ 
essarily the bottom. I'm happy with the bot¬ 
tom on the SE-1, but sometimes the defin¬ 
ition is missing, so I layer it with another tone, 
maybe from the ’2080.” 

The MIDI parts are sequenced in Dig¬ 
ital Performer running on an Apple G3/300 
at the programming station in control room 
A at Deeper. In addition to the aforemen¬ 
tioned sound modules, Jonathan and Tony 
also use Emu Vintage Keys, Planet Phat, 
and Proteus 2000; Waldorf Microwave 2XT 
and Virus B; Novation Super Bass Station 
and Drum Station; and Korg Trinity Rack 
modules, as well as a Roland XP-80 key¬ 
board for sounds. The “dual desk” design 



TECHNIQUES 
REMIX 

THE ACID TEST 
One of the most unusual aspects of Jonathan Peters's Deeper Studios is the ‘lounge'’ 
outside Control Room A. Yeah, every studio has a lounge — but this one can make a 

Jekyll-and-Hyde transformation into a dance club! Jonathan says he's “constantly work¬ 

ing on ways to make the studio more slamming. There's an all-EAW club system out 
here with four Avalon Series DC-4's. one Avalon Series DCT-1. and two SB250P pow¬ 

ered subs. When we're rockin' in the studio on a project. I can come out here to play 
records. I have the studio patched into the DJ mixer [Rane MP2016] and I can play the 

mix from the control room in the club' to get a different perspective. You hear it in here 
with a completely different array: four speakers, a tweeter array, bass bottoms, and a 

bigger room...we turn the lights down and get the whole room going like a nightclub! 
This system is consistent. If we re vibing in the control room and really think we're the 

sh*t, we come out here and compare our mix to other records. It's a great reality check, 

and it really, really takes our mixes up to the next level.” 

of the control room (see photo) allows Peters 
to work in Digital Perfomner while chief en¬ 
gineer Ryan West works at the mixing desk 
in the same room. The main console in both 
rooms is a Digidesign ProControl; the Pro¬ 
Control in the A room comprises four Pro¬ 
Control fader packs for a 32-fader work 
surface. Pro Tools runs on another G3/300 
connected to a 13-slot expansion chassis, 
which houses a plethora of PCI cards. Stor¬ 
age is provided by Glyph hot-swap, 

dual-rackmount 9 GB Cheetah drives. 
Setting up the control room in this manner 

accomplishes two things for Peters. First, it al¬ 
lows West to “premix" the synths while Peters 
works out the arrangement, thus saving time. 

The second thing Deeper's control room 
setup provides is easy access to Pro Tools 
from the programming station. At the pro¬ 
gramming station there’s a second keyboard 
and mouse dedicated to the Pro Tools sys¬ 
tem — allowing the sequencing work to take 

place without the need for Peters or Coluc-
cio to run back and forth between desks. At 
the ProControl desk, a Gefen Systems KVM 
switcher allows a single keyboard and mouse 
to toggle between the Pro Tools system and 
the Digital Performer system, so Digital Per¬ 
former can be run from the front of the room. 

There are times when audio is recorded 
directly into Digital Performer, such as when 
Peters needs to record a percussionist be¬ 
fore building the arrangement. “In that case," 
Jonathan notes, “the percussion will even¬ 
tually be transferred to Pro Tools, and that’s 
where our Z-Systems Z16 Digital Detangler 
comes in: We can print the percussion from 
Digital Performer to Pro Tools through the De¬ 
tangler, so it’s a digital transfer." 

When the MIDI sequence is finished, the 
sound modules and stretched vocals are 
recorded into Pro Tools. Peters then proceeds 
with creating an automated mix via ProCon¬ 
trol. Perhaps just as important as the au¬ 
tomation is the ability for complete recall. “If 
an A&R guy wants us to make a change to 
a mix,” maintains Peters, “all we have to do 
is open the Pro Tools session and bam — 
there it is. It’s accurate, we don’t have to sit 
there tweaking, and it comes up fast." ■ 
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GEAR TIPS 

Using the Alesis DM Pro drum 
module as a studio drum replacement tool 

Heplacement 
By Peter Chaikin 
If there’s one sonic element that most 
contemporary recordings share, it's 
powerful drums. Whether it’s dance, 
reggae, hard rock, or country, a slam¬ 
ming drum sound is paramount to a 
strong mix. But what do you do with a 
song that has (let's be polite here...) 
less-than-ideal drum sounds? Replace 
them! No, not the drummer or their 
performance — just the sounds. Drum 
replacement can be a very powerful 
technique in the modern recording stu¬ 
dio arsenal. It wasn’t so long ago that 
this technique was limited to creative 
producers and engineers who had 
racks full of triggering and sampling de¬ 
vices. But if you had, for example, an 
Alesis DM Pro percussion module 
(okay, there’s the big plug-ola), you 
could perform drum replacement just as 
easily in a project studio. This guide ex¬ 
plains how you can use drum replace¬ 
ment to improve the sonic quality and 
versatility of your productions. 

What is Drum Replacement? 
Drum replacement involves taking 
pre-recorded percussion sounds and 
replacing them or blending them with 
different, sampled sounds for a beefy, 
combined tone. Typically, audio from a 
recorded drum track is fed into a trig¬ 
ger-equipped sampling device. The 
sampling device responds to the in¬ 
coming audio signal by instantly play¬ 
ing a sound from its built-in selection of 
drum samples. The sampler’s audio 

output is then fed into a mixing console 
or recorder. When done properly, 
these new drums sounds will be neat¬ 
ly synced to the original recording, and 
can be mixed with all the other instru¬ 
ments in the song. Sometimes only a 
single drum is replaced — most often 
a kick or snare drum. In other cases an 
entirely new drum kit can be substitut¬ 
ed for the original recording (but don't 
tell the drummer). 

Why It’s So Cool 
Using drum replacement techniques, 
you can choose exactly the drum 
sounds you want at any time in the pro¬ 
duction process. You can experiment 
with a variety of sounds and listen to 
them in context of fully arranged mixes. 
You can even create variations of a 
song, with each version containing a 
unique drum kit — and then simply try 
different drum sounds during mix¬ 
down. Your flexibility is limited only by 
the percussion module you choose to 
use. Our example — the DM Pro — 
contains over 1,600 sounds. Because 
the DM Pro (as well as Alesis' older D4 
percussion module) can translate trig¬ 
ger information to MIDI, you can use the 
MIDI out of the Alesis module to access 
any MIDI-compatible sound module or 
sampler. 

Drum replacement can also help fix 
problematic tracks. Many technical 
problems with mic placement, phase 
cancellation, tuning/ringing, and am¬ 
bience from the original recording can 

be resolved by getting rid of the prob¬ 
lematic sounds, while keeping the ac¬ 
tual performance. You may even find 
you can update and strengthen some 
great songs hidden away in the vaults, 
even if they were recorded many years 
earlier. 

Drum Replacement Basics 
Drum replacement is pretty straight¬ 
forward. Once you’ve learned the pro¬ 
cedure, it’s easy to expand by using 
the technique on a number of simulta¬ 
neous tracks. An important consider¬ 
ation: make sure your trigger/sound 
module has plenty of capacity for in¬ 
putting, processing, and outputting 
multiple drum tracks. Though we’re re¬ 
ferring to the DM Pro, we’ve also had 
success with other drum modules. You 
can use any percussion module that in¬ 
cludes trigger inputs. 

Step 1 — Select the recorded drum 
track(s) you want to change. You can ac¬ 
cess the drum’s audio signal from your 
mixing console using a bus output, aux 
send, channel direct out, or directly from 
the output of the recorder. 

Step 2 - Send audio to the sound 
module’s trigger inputs. Each audio 
track needs to be connected to its own 
trigger input. Do this by patching the 
bus out or aux out of the console to a 
trigger input. If you’re replacing more 
than one drum simultaneously, make 
sure that only one drum is routed to 
each trigger input. For example, put the 
original kick drum on bus 1, and then 

Using a percussion module to perform drum replacement techniques, you can choose exactly the drum sounds you want 
at any time in the production process and experiment with a variety of sounds. 
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Take il from the top with Phrazer™, the new audio software 
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patch bus 1 out to trigger input 1. Put the 
snare drum on bus 2 and patch bus 2 out 

I to trigger input 2. 
Step 3 — Route the sound module's 

output back to your mixing board. Patch 
each of the sound module’s audio outputs 
to inputs on your mixing board. On the 
DM Pro there are six audio outputs, so 
you can simultaneously record at least six 
sounds to six tracks (more if you don’t 
mind grouping the toms to a stereo pair 
of outputs). At this point you can add ef¬ 
fects from the module or at your mixing 
console. If you need to replace more 

■ sounds than the number of outputs, you 
can always record the first set of re¬ 
placements to tape and make another 

j pass for the remaining sounds. 
Step 4 — Adjust audio input signal 

and trigger settings for optimal re¬ 
sponse. This is the key step for successful 
drum replacement, involving two stages. 
First, evaluate your audio input — it may 
need to be cleaned up a bit. The goal is 
a relatively tight, noise-free signal as a 
triggering '‘spike" for the sound module. 
A compressor can help you clarify attack 

I and decay. Noise gating can dramatically 
control crosstalk and bleed. The DM Pro 
includes built-in gates for this purpose, 

I but, if you're using a module without 
gates, you can patch one in between the 
output of the tape track and the trigger in¬ 
put of the module. 

Second, adjust the trigger settings on 
your sound module, if needed. With a lit¬ 
tle tweaking and experimentation, you’ll 
get crisp response, good dynamics, and 
no false triggering. The DM Pro’s default 
trigger settings (gain, velocity curve, 
crosstalk, threshold, and retrigger) pro¬ 
vide a good starting point, and work well 

j with a wide variety of audio inputs. When 
these elements are properly fine-tuned, 
you’ll get well-defined, responsive 

I sounds from your drum module. The 
most important of these parameters is 
the gain adjustment: set it too high and 
multiple drums may trigger the re¬ 
placement; too low and you’ll miss the 
soft notes. 

[Tip: When using certain drum modules 
you might notice a change in the feel of 

\ the drum tracks due to a miniscule delay 
between the time the original drum hits 
and the triggered drum hits. You can ad-

I just this by advancing or delaying the 
tracks slightly from a digital recorder. If 
you’re using an analog recorder, you may 
need to experiment with triggering from 

I the sync head while playing the rest of the 
tracks from the repro head.] 
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Step 5 — Choose your sounds. This 
is the fun part, and the more samples 
you have at your fingertips, the more fun 
it is. You can replace the original drum 
sound entirely, or blend it with other 
sounds for distinctive stacked percus¬ 
sion tones. If you’re layering, listen 
carefully for “flamming” of the two 
sounds. Each sampled sound has a 
unique "start time” relative to the 

MANY TECHNICAL 
PROBLEMS WITH MIC 
PLACEMENT PHASE 
CANCELLATION, 

TUNING/RINGING, AND 
AMBIENCE FROM THE 
ORIGINAL RECORDING 
CAN BE RESOLVED 
BY GETTING RID OF 
THE PROBLEMATIC 
SOUNDSt WHILE 

KEEPING TdE ACTUAL 
PERFORMANCE. 

trigger input; some will sit in the song 
better than others. Experiment as much 
as you like — you're free to shape your 
rhythm sound and try out new ideas. 
While the song is playing, try variations 
of the sounds (e.g., different kick 
drums), and keep in mind that you're 
not locked in to one drum sound for the 
whole song. 

The Quickest Path to Great Drum 
Sounds 
Once you’ve discovered the potential of 
drum replacement, it’s amazing what 
you can do with previously unusable 
tracks. It's guaranteed to add new di¬ 
mensions to your productions in terms of 
both sonic punch and stylistic scope. It's 
well worth your effort to master this inno¬ 
vative technique. 

Peter Chaikin is the director of product mar¬ 
keting at Alesis. (iuium.alesis.com ). 
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have a gigantic studio. It’s pretty phenomenal, especially 
for doing demos." Sardy points out that the band has a 
Pro Tools rig that they tä-.e on tour with them. “Those guys 
are constantly working; there’s not a moment that they're 
not writing and record ng and archiving. They already had 
20 or 30 songs together by the time I got involved, and 
then we did another 10 or 15 that they wrote after that 
point. It all got narrowed down to about 20 songs, which 
we recorded. So it’s a pretty big process.” 

The process began over a year ago in Marilyn Man¬ 
son’s home studio, when features a Mackie 32x8 console, 
the aforementioned Pro Tools rig, a TC Electronic Final-
izer, and a slew of compressors and EQs, along with a 
large number of samplers, a huge catalog of drum sam¬ 
ples, and Manson's favorite Shure KSM32 mic. 

Upon completion of preproduction, Sardy, the band, 
and a pack of dedicated assistants and engineers 
transformed the Houdini Mansion in Laurel Canyon into 
a massive recording complex. “The Houdini Mansion, 
which has more than 30 rooms, is set on top of a moun¬ 
tain overlooking an orchard,” Sardy recalls. "It was pret¬ 
ty spooky up there — there are no other houses 
around." No doubt that was a good thing, as the 
shenanigans that were to follow would stir even the 
wildest of souls. They included "setting lots of things 
on fire and recording them," recording outside in the 
ra n during a lightning storm, throwing the guitars in 
the swimming pool for a week, and throwing bass gui¬ 
tars down the mountain to see how it affected the 
sound. "Let’s just say I walk with a limp now," Sardy 
jokes. “It was so insane.” 

The mansion's 2,0C0-square-foot ballroom, with its 
14-foot ceilings and hardwood floors, was designated 
as the main control room, with Sardy’s favorite console 
— a Neve 8038 — as the centerpiece. In the small 
wooden ibrary connected to the ballroom there were 
two small marble rooms that were also converted into 
control rooms, one for programming engineer Ron Har¬ 
ris, who Sardy praises for his work on Holy Wood. “We 

hung deflection [ma-
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relied heavily on 
was [Digidesign] Pro 
Toolsl24 MixPlus, es¬ 
pecially when it came 
time to go into prepro¬ 
duction for Holy Wood. 
“There is no reason not 
to use Pro Tools," he 
states. “It puts 64 tracks 
at your disposal, as 
opposed to having to 

On November 14th, Marilyn Manson and the death 
metal band bearing his name release their third stu¬ 
dio album to an anxiously awaiting public. Let’s face 
it: love him or hate him, this guy — a man who thrives 
on controversy — is anything but normal. Therefore, 
it should surprise no one that the recording process 
was less than traditional. For a look inside the making 
of Manson's newest offering, Holy Wood, EQ talked 
with the man behind the production of this metal mas¬ 
terpiece, Dave Sardy, as well as with Manson himself 
(see sidebar on page 63). 

“Making this record was like any kid’s wet dream,” is 
the way Sardy describes a nine-month-long recording 
experience that involved more than 20 drum kits, 50 gui¬ 
tars, 300 pedals, 15 classic amplifiers, and a variety of 
speaker cabinets. At the core of this project was a very 
connected producer/artist relationship that, in Sardy's 
opinion, was instrumental in the success of the finished 
project. "I think, sonically, Manson and I are coming from 
a similar place and have a similar history, so it was re¬ 
ally easy, real obvious. That’s why they kept asking me 
to come back and work on more stuff with them.’’ 

Sardy’s relationship with Marilyn Manson began in 
1998, when he was asked to mix “Highway to Hell” for 
the movie Detroit Rock City. Manson and the band were 
drawn to Sardy based on work he had done in the past, 
including production for Interscope act Cop Shoot Cop, 
Slayer, and his own band, Barkmarket. As is often the 
case when artists are courting producers, Sardy found 
himself getting to know Manson and, more important¬ 
ly, understanding the very defined vision the artist has 
for his music. After mixing a song called "Astonishing 
Panorama of End Times" for MTV’s Celebrity Death¬ 
match, Sardy checked into L.A.’s Village Recorder, 
where he was given the opportunity to mix a live album 
for the band. “They've got a phenomenal old [Neve] 
8038 with flying faders at the Village. That’s just a great 
sounding mix room. That’s my preference: old consoles 
with new equipment,” he confides. 
One piece of 
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huge space that was kind of dead, so you actually had 
all this really great low end floating around the room. The 
drum sounds we got were pretty amazing." 

Most of the mansion's massive space was utilized 
during recording. In addition to using the hallways for 
demo rooms, Sardy recalls that Manson’s keyboard 

player, Pogo, took the upstairs and filled it completely 
with keyboards, MIDI gear, and yet another Pro Tools 
system. One of the many bizarre “rituals” that accom¬ 
panied the recording process took place in this portion 
o* the Houdini House, which was usually “off limits" to 
anyone else. “Pogo had a room set up completely with 

weird rare synthesizers and 
old programming equipment in 
wh 1 bo .-. > ri "• " osu 
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most unorthodox way Sardy 
The 

down and there's a protra 
ed acoustic, guitar moment. 
Thore was a gigantic thun-

’3ó {1 derstorm and [guitarist] John 
5 was sitting outside, in the 
rain, with lightning hitting all 
around him, playing an 
acoustic guitar miked with 
two [Neumann] U 67’s cov-

I ^j^^B ered in plastic bags. It was 
_ incredible! Okay, so we de-
5 stroyed a couple of micro-
I phones, but sound of 

was amazing!" 
Not everything on the 

► continued on page 64 
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6Q: Tell us about your home studio. 
Marilyn Manson: It’s called Holy 

Studios. I write on [Emagic] Logic and 
record with [Digidesign] Pro Tools|24 
MixRlus. I have a small Mackie board 
(32x8) and a lot of outboard gear, but I 
mostly use my studio for writing, and if 
anything became more complicated — 
like the drums and any type of tracking 
— that would require more space. 
That's why we moved into the Houdini 
Mansion, but I do a lot of vocals at my 
house. It’s kind of like a small, intimate 
setup but with enough equipment so 
that the quality is there. I moved in a 
year ago, and I set it up right when I 
moved in. 

I understand there’s an interesting 
musical history in this house. 

The house has a good history be¬ 
cause the Stones lived there when they 
wrote Let It Bleed. If you watch [the 
movie] Cocksucker Blues, there’s a mo¬ 
ment at the beginning when they're in 
this house and they're writing. They're 
actually working on “Gimme Shelter," 
and that's my living room. 

Hom did you get Dave Sardy to 
capture your vision on tape? 

I think it was just a matter of having 
him understand it. On our last studio 
record, my intention was to make the 
seven songs that were supposed to 
be sarcastic jabs at pop music sound 
a lot different than the seven songs 
that were supposed to be the internal 
emotions being felt. But I don't think 
that I really got that across to [produc¬ 
er] Michael Bienhorn. The songwriting 
is so drastic that I think the point is 
still made, but sonically it could have 
been done a little bit differently, and 
the same with Anti-Christ Superstar. 
But in both cases there was some¬ 
body else who was kind of leading the 
production on that side more than I 
was. When we were writing it, we cap¬ 
tured a lot of the intention of how it 
was supposed to sound. Sardy’s job 
was to make it that much better. I 
think we have a lot in common, so it 
wasn't hard for him to understand 
what I wanted. 

Horn did you come up with some of 
the recording techniques used on 
your vocals? 

Well, there’s a bit of ritualistic ele¬ 
ment to everything I do. Some of it’s 
just to have some sort of ritual in your 
life. When it came to singing, we would 

just create different things that would ei¬ 
ther put us in the mindset or just take 
us out of the regular world. The more 
you become into the world of what 
you’re doing, the more you take your¬ 
self out of the normal world and you're 
not thinking about what everyone else 
is doing. You're only thinking about 
what you're doing; you become very fo¬ 
cused. 
Sardy had a good understanding for 

how I like to work. It took awhile to fig¬ 
ure that out because I'm really used to 
working alone as much as I can. I often 
have people start recording something 
and then leave me alone until I finish it, 
and then come back. Part of it might be 
because I'm experimenting or because 
I don't feel comfortable around other 
people, but I felt really comfortable in 
front of him — even considering the fact 
that he's a singer, which could be intim¬ 
idating in a way. But it worked, and he 
was good at pushing me to do better. I 
would do something I thought might be 
as far as I could go, and he would make 
me do it again and again and again un¬ 
til it became really strong. 

Tell us about the electrical storm, 
when you were recording guitars out¬ 
doors. 

That's the track, “The Fall Of Adam.” 
That was very interesting because 
everything on the record is very symp¬ 
tomatic of how I'm relating it in my head 
to parts of the story that I wrote. I want¬ 
ed it to represent that musically, either 
with dynamics, or just with how things 
■are recorded and presented- That song 
represents a part in the story where, ¡if it 
were a film, it would have been the first 
time in the movie when it rains. In cine¬ 
ma, whenever it rains, that signifies a 
change. 

Ironically, when we began recording 
it, it wasn't raining. There's a line in 
there about cars arriving for this event, 
so I suggested that we record outside 
so we could hear the sound of the cars 
going by in the street. I would have 
loved to have incorporated rain and 
things like that into it, but at the time I 
wasn't really thinking about that. I was 
thinking about the sound of cars, and 
the minute we started recording out¬ 
side, this huge thunderstorm just erupt¬ 
ed and we captured it on tape. It was 
just something that was magical and I 
admit it was kind of strange, meant to 
be or something. 

What mould you say was the 
strangest recording technique you 
used on this album? 

I'm sure the people that rented us 
the mies don't appreciate that tech¬ 
nique [U 67's in a rainstorm]! You 
know, there were so many different 
things. I don't like to do vocals normal¬ 
ly. Sometimes I’ll lay down or some¬ 
times I’ll put myself in a corner some¬ 
where where I can't see anything, just 
whatever it takes, whatever rituals I 
need to do. There were also times that 
we made little expeditions out to the 
desert. We recorded different things, 
but not a lot were used on the album 
because we could only use a portable 
DAT recorder. Sometimes when you 
do things without all of the studio ben¬ 
efits and without the technology, 
you're forced to be more creative. 
That was probably the best thing. 
There's a song [on the album] called 
“Burning Flag,” and nearly all the per¬ 
cussion sounds are made up of us hit¬ 
ting each other — sounds most peo¬ 
ple would associate with industrial 
music of the early '80s. I would at¬ 
tribute it back to the stuff that Lennon 
would do when he would just be real 
experimental. A lot of times when 
you’re making a record, you're being 
real safe and you do what you know 
works, but we really did things differ¬ 
ently on this one. 

You’ve worked with some great 
producers. What makes you a great 
producer? 

I think that there’s something that 
people take for granted when an artist 
produces themselves, but what I did 
on this record is what I always do. I 
was just more in control than ever. It 
remains to be seen what I would do 
with someone else, producing some¬ 
one else's music. I think that's a better 
test as far as being a producer goes. 
What I'm trying to say is, I don't think I 
did anything that I wouldn’t expect any 
other artist to do when they’re making 
their own album. In a sense it’s pro¬ 
ducing, I guess, and it comes natural 
to me when I'm doing my own thing. 
But I suppose it's a matter of more 
than your technical knowledge; it’s 
knowing how to accomplish what the 
artist wants. For me, that was picturing 
in my head how I wanted the record to 
sound and actually managing to ac¬ 
complish that. That was the greatest 
goal. Because a lot of times things 
would change — sometimes for the 
better, sometimes for the worse — but 
in this case it only became more per¬ 
fect as we went along, as far as what I 
thought perfect was. ■ 
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Producer Dave Sardy 

U 47. “At one point we bal: iced the 

U 47 on these huge daggers that Manson had bought. The 
daggers were on the floor and basically he’s singing over 
them because he goes through all of these movements 
while he's singing. We had to poke little tiny holes into the 
grills of the mic; I’m not even really sure why we were do-

lievable low end, and lots of midrange 
and high end. I’ve never recorded a 
voice like his. Initially there was a lot 
of testing to find which mic sounded 
the best with his voice, and a lot of 
those mies that you would assume 
would sound phenomenal didn’t.’’ 

The verdict of the mic shootout was 
an Elam UM251 run through an 
LA2A limiter, but there was one 
“incident" while recording vocals that 
involved Sardy's own (now deceased) 

ing it. There was a lot of rigmarole that 
we had to do for this particular vocal. 
It actually sounds really bizarre be¬ 
cause you get these weird metal re¬ 
flections, and it’s pretty subtle, but in a 
lot of stuff that we did, sometimes the 
most simple thing in the world sound¬ 
ed insane, and the most complicated 
thing in the world sounded simple." 

Sardy admits that much of the 
recording described above was the re¬ 
sult of what he calls “happy accidents," 

► continued on page I39 

► continued from page 62 

Manson recording session was done in a strange man¬ 
ner. Like many producers, Sardy relied on trial and er¬ 
ror when selecting the mic to record Manson’s signature 
vocals on. “His voice is just so unusual. He’s got unbe-
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Finally, a machine that does everything 
but deliver your demo to the A&R guys. 

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. 

^1 «=^1^ 
riDTIC O AM CDEC IMCH fADR 



T
H
E
 I
0
9
T
H
 
A
E
5
 
C
O
N
V
E
N
T
I
O
N
 S
UR

RO
UN

DS
 L

.A
. 

IN
 S

OU
ND

 

ate September found audio professionals from around the worlc heading to the 
Los Angeles Convention Center for the 109th AES (Audio Engineering Society) show 
— a pilgrimage fraught with opportunity for networking, news gathering, new gear 
lusting, and socializing. A dual-purpose gathering, the AES show comprises a 
convention with numerous research paper presentations, discussion panels, and 
other educational opportunities, and also includes a tradeshow where pro audio 
manufacturers exhibit their newest wares to engineers and studio owners. 

The theme of this year's show, "Surrounded By Sound," put the spotlight on 5.1 
surround sound, but there were a multitude of new releases shown in virtually all prod¬ 
uct categories. As is always the case with a tradeshow as large as AES, it’s impossible 
for us to cover every single new product in a report like this; we've kept our focus 
on new offerings that we feel will be the most significant to the orofessiona. project 
studio owner,'operator. Look for more AES new gear coverage ever the next few 
months in our regular Product Views department. A final caveat: the information you 
are about to read is subject to change; pin down the manufacturer or your favorite 
retailer for the final word on specs and prices. —Mitch Gallagher 

MICROPHONES 
As we expected, there were many new microphones (and even some old ones!) 
introduced at this year's AES Convention. AKG introduced a transformerless, large-
diaphragm condenser mic intended for broadcast purposes: the C4500B-BC 
With its internal, multi-layer pop filter, we suspect that the C4500B-BC will sneak 
its way into many a kick drum. 

Audio-Technica showed the AT815ST and AT835ST stereo shotgun mies. 
Both feature mid-side pickup patterns with an output that may be switched from 
internally matrixed MS to non-matrixed signals. Announced at the Audix booth was 
the ADX-90 a miniature condenser mic with a low profile for easy placement on 
drums and percussion. The ADX-90 is also appropriate tor use on brass instru¬ 
ments. Beyerdynamic introduced an entire line of new transducers called the Opus 
series that included new dynamic, condenser, and wireless models. The CAD booth 
was brimming with debuts, highlights of which include the Ml 77 cardioid con¬ 
denser as well as the Ml 79 omni condenser. Both models feature a single-pat-
tern version of the Equitek E-300 capsule and a low-noise, hign-speed head amp. 
At the Earthworks display we eyeballed the M30BX measurement microphone. 
Powered for 1,500 hours on a single AA cell, the M30BX delivers enough output 
to drive a single-ended input such as a computer sound card 

New microphones from Neumann always spark a lot of interest; they introduced 
the M150, an omni, tube condenser drawing its influences from the company’s clas¬ 
sic M50, yet with a much lower self-noise spec (15 dBA). Two retro-Telefunken ELAM 
251’s appeared at the show, though they had strikingly different appearances: Law¬ 
son’s L251 sports a beautiful gold and black finish, while the ELUX 251 from 
Soundelux looks very much like the original. Royer's line of ribbon mies grows to three 
with the debut of the SF-1, an ultra-compact, monaural ribbon microphone with a 
1,8-micron (!) transducer. 

Sennheiser added an electret condenser mic to their popular Evolution series 
with the e865 a handheld cardto'd mic capable of handling a maximum SPL of 
150 dB. Also on display at Sennheiser was the MKH800 studio morophone, witn 
a self-noise of only 10 dB (A-weighted) and a frequency response extending out 
to 50 kHz. Joining Shure's line of microphones is the KSM44 Running on a trans¬ 
formerless, Class-A preamp circuit, the multi-pattern KSM44 uses a pair of large 
diaphragms, and is optimized for voca recording. —Steve La Cerra 

MIC PREAMPS 
You can never have enough mic preamps for all those wonderful microphones, and 
a variety were on display. Aardvark kicked off their Direct Pro Series with the Q32 
an eight-channel pre with phantom power, ADAT optical andTDIF I/O, and 24-bit 
converters. Its little brother — the Direct Pro 24/96 - - features four discrete mic 
inputs with phantom power and (as the name implies) 24-bit, 96 kHz audio. 

Making a big splash was the GT Electronics VIPRE (Variable Impedance Pre¬ 
amplifier). This single-channel, all-tube unit features four different input impedances 
as well as a variable rise time characteristic. Taking a different approach to micro¬ 
phone amplification was the Avalon AD2022, a dual-channel, Class A discrete de¬ 
sign. The AD2022 affirms the importance of variable input impedance while providing 
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BARRY 
GOLDBERG 
ENGINEERING IN THE 
LAND OF SUNSHINE 

Dogg ¡Doggystyle), a record 
that he did at The Village 

Recorder and Larrabee. 

Through the years he has 

worked at many of LA's hot 

spots, for recording but now 

considers Conway and 

record" he adds, "besides 
it's the most beautiful studio 

around." While Goldberg 

has been evolving as an 

engineer, his discography 

has been evolving into a 

who's who list of some of 

E
ngineer Barry 

Goldberg has been on 

a knowledge quest from 
the beginning. This LA born 

and bred engineer/produc¬ 
er never attended any of the 

nations heralded audio 
engineering programs, he 

learned the hard way, start¬ 
ing at the bottom of the 
career ladder. "I started as 

a runner at The Village 

Recorder knowing that I 

loved music and just wanted 

to be around it. I knew I 

wanted to be an engineer 

before I even knew what 
that meant or what was 

Sony his studio homes on the finest names in pop and 
the West Coast. "1 love rock history. In recent years 

EMTEC www.emtec-usa.com 

Conway. 

My rela¬ 

tionship 
with them 

started 

Goldberg's talent can be 

found on projects by 
Fleetwood Mac, Smashing 

Pumpkins, Crosby, Stills, 
Nash & Young, and Hole." 

My career has allowed me 

to work with some of the 

when I was an assistant 

engineer. Then I would turn 

around and engineer a 

record there. If I had time 
between gigs I always went 

back to seconding there. Its 

one of the best ways to 

observe how to and how 

not to make a 

involved. I enjoyed the tech¬ 

nical aspects and working 

with the artist on the cre¬ 

ative side," he recalls. 
Goldberg, who has had a 

passion for music most of 
his life, finds that his rich 

musical background has 

come in handy throughout 

his career in the studio. "I 
grew up playing d.fferent 

instruments so reaaing and 

theoretically knowing music 
helps me with the communi¬ 

cation factor in the studio." 

Goldberg's first acclaimed 

studio record was in 1992 
with Snoop Doggy 

"I prefer analog but it is also a natural and common 

progression to move right into the digital domain for 

overdubbing or editing purposes," 



FROM THE TOP 
CORPORATE NAME 

TRANSITION 

We have embarked upon a 
brand transitioning period to 
change over to EMTEC as our 
new brand name for all of our 
pro media products. The legali¬ 
ties of this matter are simple, 
we bought the use of the name 
"BASF" for five years and that 
time is quickly coming to an end. 

This transition period has been 
underway 
for months 
now and I 
am proud to 
report that 
the industry 
as a whole 
is very 
receptive to
the change and consumers are 
beginning to connect EMTEC to 
the BASF line of products. 

Throughout this transition we 
want to continue to emphasize 
that it is essential that our cus¬ 
tomers understand that the only 
thing changing is the name. The 
brand name change to EMTEC 
in no way reflects any changes 
in the factories that manufacture 
the EMTEC products or the peo¬ 
ple that bring them to you. The 
quality that you have found for 
years in BASF brand tape and 
the service you receive from 
our staff will remain consistent 
and what you expect. 

Remember, change is good and 
at EMTEC we welcome it. 

EMTEC 
/ 2002 

W 
2000 ■ 1998 

greatest record makers, covering the full 
spectrum of music and personalities. This 

has enabled me to feel limitless in my 
creativity," says the engineer who recent¬ 

ly finished a project with Japanese New 
Age artist, Kitaro. "It has been a great 

"Getting it on tape properly first creates 

a freedom with the track and clears 

direction for the future production." 

experience to help such quality people 

create their art. "Some might call it 
art...some may not, but regardless, 

Goldberg was the man behind the board 

for Marilyn Manson's record, 

Mechanical Animals. He confides that 
Manson is a consummate professional in 
the studio. "Now, I'm not going to say 

he is a normal Joe, but he is a true artist 
with a definite idea of what he wants. 
"For that record Goldberg used BASF 

SM 900 2" analog and BASF SM 931 
1/2" digital tape."I prefer analog but it 

is also a natural and common progres¬ 

sion to move right into the digital domain 

for overdubbing or editing purposes," he 

explains. "I appreciate the feel and 
dimension created with the reel to reel 
recording, which can't be achieved with 
hard disc recording. However, I have 

learned to combine the two formats so 
that they compliment each other. But ana¬ 

log has the greatest sonic nuances." 
Goldberg credits his eclectic variety of 

projects with allowing him to see how 

truly versatile his favorite tape is. "Being 
that I work on projects from the complete¬ 

ly distorted out type Manson records to 

the silky lush strings of Kitaro or organic 
sounds of Ricky Lee Jones record, BASF 

tape has shown me that the tape really 

excels in any situation." Like most engi¬ 

neers, Goldberg has a few tricks to his 
trade that let him consistently get good 

sounding tracks. For example, he con¬ 
fides that when using BASF tape he 

never uses the standard over bias. 

“Depending on the style of recording it 

will vary. To date, it has always been 

less over bias than recommended." Also, 

when it comes to micing techniques 

Goldberg is quick to admit that this is 

one area in which he takes a lot of pride 

and precision. "I use a variety of mies; 
and I like to experiment. One of the 

things I do is I actually put my ear where 

the mic is going to live, "he shares. 

"When I have a guitar rig set up, I put 
my ear plugs in and actually listen to 

each speaker and I find the spot that 
works best for the recording. The same 

principle applies for all miced elements." 
Micing is what Goldberg calls "a lost 

art." One of his concerns for the future of 
his profession is that the up-and-coming 

engineers are not being taught the impor¬ 

tance of, nor do they have the opportuni¬ 

ty to observe, proper mic placement in 
the studio. "For me, I'd rather move the 

mic around to capture the sound right 
rather than to just start throwing a bunch 

of processing on it. Don't get me wrong, 

I love a bunch of processing, but it has 
to start with a source. Getting it on tape 

properly the first time creates a freedom 
with the track and clears direction for the 
future production." 

Goldberg always seems to go that extra 

step for his recordings and as a result he 

is in demand, not only as an engineer, 

but also as a producer. He is finishing up 

ng, 
engineering 
and mixing 

legendary 
Black 
Sabbath 
drummer Bill 

Ward's solo 
project this 

Fall. Through his production company, 

Bare Bones Productions (with his partners 

Kevin Keller of Empire 28 and compos¬ 

er/arranger Joan Barton) Goldberg has 
been doing artist development for the 

past few years. Although he scouts talent 

throughout the country Goldberg didn't 

have to go far to find the band that he is 

currently in the studio with-Superfine. 
"The singer/songwriter, guitar player, 

Rob Grad is my next door neighbor. He 
knew that I was a producer/engineer 

and I had no idea that he was even in a 

band. He let me hear his demos and 

away we went. We are putting the final 

touches on it right now and we are very 

pleased with the outcome. We'll 

see...There is a buzz building about 

them. "Don't look now Barry, but there is 

a buzz building about you too!" 

Joe Ryan, President • EMTEC Pro Media, Inc. 
2 studio observer, vol. 5 



If didn't take long for S. Husky Hoskulds, who moved to the US 
in 1 991 from Iceland to warm up to the idea of an engineer¬ 
ing career in Los Angeles. A brief education in engineering at 

UCLA resulted in Husky landing a job at One-On-One Studios 
where he worked os an entry level staff person. This led to even 
more work at a string of smaller studios in the "grunt work" days of 
his career. Husky eventually got a staff gig at Sunset Sound Factory 
but says that it was those early days of working in smaller studios 
where he learned some of his most valuable lessons as an engineer. 
Mainly, how to be on your guard while relying on yourself and 
how to Keep a session going. Today this new daddy and budding 
engineer has his pick of studios and has worked on projects with 
Vanessa Paradis, Michael Penn, Sheryl Crow and the Wallflowers 
to name a few. 

While first working at Sunset Sound Factory you met and began to 

work with Tchad Blake. What is it like working with him when he 

has his producer's hat on and its you instead of him in the engi¬ 

neer's chair? 

It's great. The first time I "officially" engineered for him, it was very 
natural. We've spent so much time in the studio together that we're 
on the same wavelength. I found myself reaching for the same 
knobs he was about to. Y'know, things like checking the phase on 
this mic, too much high-end here, not enough bass there. It was a 
cool thing. I really owe him a lot for what I've learned from him. 

What project in your career are you most proud of and why? 

I'm really happy with the way Michael Penn's record (MP4) turned 
out. I recorded and mixed that one, except for the first song, and it 
has a sound to it that I'm really pleased with. Being able to follow 
the songs through to mastering is key. You kind of have a sound or 
approach in mind for each song, having put it up a number of 
times throughout the overdubbing stages. You know how things 
work together, so it's nice to get the opportunity to complete the 
thought. Also, I think the songs on Vanessa's record came out really 
well. Tchad is mixing that one now. 

July will be a big month for you with the release of the Wallflowers 

and the Vanessa Paradis albums. Let's discuss the Wallflowers pro¬ 

ject specifically and your approach to the recording process for this 

record. 

Well, I didn't really think too much about it before hand. I like it 
when rhings come to me spontaneously, as the songs are being 
tracked. I'll hear an approach - sonically ■ that I think might work 
for the song, and if I'm lucky, the producer(s) and band will agree. 

IN SESSION WITH 

S. HUSKY 
HOSKULDS 

What vocal chain did you use on Sheryl Crow and were there any 
memorable moments while working on that award winning 

record? For that one there were a couple of different ones. Most of 
it was the 251, while for maybe one song or two we used the C37. 
The mic pre in both cases was a Neve. She's great though. With a 
singer like that, you've got a lot of leeway. She sounds good on a 
lot of mies. To me at least. As far as memorable moments, there 
were absolutely none. Very boring. No no, of course I'm kidding!! 
It was a blast! Getting to work with that kind of talent is great. 
She’d have people come by to play, like Benmont Tench, who is 
always a pleasure to work with (played a lot on Vanessa's record 
too), and Dan McCarrol and others, so it was a lot of fun. 

When approaching a project, do you usually go analog or digital? 

Do you find yourself switching formats? 

I always go analog. 15-SR if I can. If not, I'll do 30 non Dolby. 
I also have a Pro Tools rig. It's called "My First Pro Tools." Actually 
it's the 001. I use it in tandem with the tape, for loops, sound 
design, fx and things like that - along with the Nord Modular and 
the Meta Synth. But no Auto-Tune or drum editing on that rig. 

And your tape of choice is? Why? 

I like the BASF SM 900. I just like the fact that it's consistent and 
very durable. I also like the fact that it can take some heat. If the 
drummer gets a bit excited, and starts to really smack the drums, 
I don't have to worry about it sounding shitty coming back. 

Are there any studios that you call "home"? 

I'm most comfortable at Sunset Sound Recorders or Sound Factory. 
Most of the rooms there are pretty great. Not too big, not too small. 
They just feel right. 

Can you give us insight into your micing techniques? 

A lot of ribbon mies. Not afraid of those guys... I also like to use 
cheap mic's to add some color. When you blend them in with the 
nice ones (on drums for example) and play with the phase, you can 
get some cool sounds. I built a box that varies the phase on a bal¬ 
anced signal, fully sweepable, so you can get signals that are any¬ 
where between zero and 1 80 degrees out. I won't say it affects 
record sales, but I like the way it sounds. The only other thing to 
mention would be that I had the opportunity to try Monster Cable 
when I was doing the Wallflowers record and have used it ever 
since Great stuff makes a big difference! 

Can you give us a peek in to your future. What projects do you 

have coming up? 

Now my main gig is being a father to my 8 month old son. And I 
might do a jazz record, all Louis Armstrong stuff. Something differ¬ 
ent. I think it'll be fun. That kind of music I think lends itself to my 
style of recording. Mono drums, mono piano, lo-fi everything. Also, 
Craig Street is producing, he makes pretty cool records. And Abe 
Laboreal jr., Greg Leisz and Smokey Hormel (among others) are 
playing I can't really say no to that one. 

www.emtec-usa.com 



TAPE TALK 
-by Jean lordibuano-

Vice President of Sales and Marketing 
Studio and Broadcast Products 

EMTEC Pre Media, Inc. 

One of my favorite aspects of 
working in this industry are the 

great friendships and business 
relationships you develop along 

the way. As EMTEC continues to 
grow within the marketplace, and 
as our commitment to the audio 

market intensifies, we have also 
expanded our broad base of indus¬ 
try partners. 

I am thrilled to report that we 
recently embarked on a great new 
relationship with Studer North 
America. Studer North America 
shares our passion for providing 
customers with the very best in 
products. This quarter we entered 
into a pack out arrangement with 
Studer. They will now be including 
BASF brand tape in all future ship¬ 
ments of Studer's popular tape 
machine line including, the Studer 
A807, Studer A827, Studer D827 
Mk II MCH, and Studer V-Eight. 
We feel that the natural marriage 

of the best in multi-track tape, and 
the best in recorders will result in 
positive things for both companies 

and our valued customers. 

During Summer NAMM, EMTEC 
was also able to partner with 
industry giants Solid State Logic, 
Lexicon and Audio Media 
Magazine for the grand opening 
of engineer Chuck Ainlay's new 
studio, BackStage. BASF tape will 
no doubt be the tape of choice at 
BackStage as Chuck is a long-time 
user of our products. We congratu¬ 
late him on his new venture. 

To all our industry partners, we 

look forward to growing our busi¬ 

nesses together in the coming year. 

Thanks for letting EMTEC be a part 

of your successes. 

EMTEC Pro Media Inc., 

phone: 888/295-5551 fax: 661/295-5554 
in Canada phone: 800/817-4478 fax: 905/507-1726 

EMTEC 

dtrs 
r « 

FORMATTED 
ADAT 16 bit, 20 bit DTRS 16 bit 

for your convenience and pleasure 

BASF FORMATTED MEDIA 
saves time 
saves head-wear 
records immediately 

4 www.emtec-uso.com 



a highs-impedance instrument input and sealed | 
silver relays tor an uncompromised signal path. I 

Designed by David Blackmer, the 1024 
from Earthworks is a four-channel unit boasting 
a distortion spec of under one part per million 
(0.0001%). High-frequency response of the 
1024 extends to a stratospheric 100,000 Hz. 
Grace Design has entered the project market 
with the Model 101 This compact, chrome¬ 
faced beauty houses a single channel identi¬ 
cal to the preamp used in their model 801. 
Great River Electronics announced their two-
channel MP2-NV, a discrete design in the tra¬ 
dition of the Neve 1073 preamp. 

Expanding their line of mic pres was PreSonus. 
They introduced the Blue Tube two-channel 
tube-based unit and Digimax an eight-channel 
nnic/instrument pre offering built-in 24-bit A/D con¬ 
version and ' dual domain” limiting. Sonic Sense, 
Ihc. and Benchmark Media Systems announced the release 
of Sonic ADK2+ mic preamplifier, a compact unit featuring 
two channels, 12-volt DC powering and 24-bit, 96 kHz com¬ 
patibility. Following on the heels of the Precision 8, TRUE Sys¬ 
tems rolled out the P2 digital. This two-channel mic pre includes 
analog and 24-bit, 96 kHz digital outs, plus multichannel op¬ 
tical output routing, mid-side stereo decoding, front-panel phase 
meter, and FET DI inputs. —Steve La Cerra 

CHANNEL STRIPS 
Channel strips, which combine mic preamps with EQ, and oth¬ 
er processing have become increasingly popular recently, dbx 
unveiled the 376 Tube Channel Strip, a combination mic pre, 
compressor, EQ, and de-esser in a one-space rack unit with 
44.1/48/96 kHz and 16/20/24-bit digital output. The Oram "Al 
Schmitt’ Pro-channel includes an optical compressor and 
step-switch six-band EQ, along with the ability to connect three 
different microphones and switch between them for A/B/C 
comparison. Announced by GML is the 2020 high-resolu-
tion discrete input channel, which combines a line/mic pre¬ 
amp with EQ and dynamics control. 

If you missed out on the 70s, two different manufacturers 
are giving you the opportunity to recapture the famed Tri¬ 
dent sound. Trident Audio Ltd. (keepers of the flame) un¬ 
veiled their S 80 Producer Box which is essentially two 
channels of a Series 80 console, including dual faders, 
transformer coupled mic preamps, and 3-band EQ. If you 
prefer the sound of the A Series, the JoeMeek Trident-
MTA features classic inductive EQ and provides a set of 
three high-pass and three low-pass filters — all discrete 
Class A amplifier second order filters, said to be exactly the 
same as on the original. —Howard Massey 

RECORDERS 
DVD-Audio has missed yet another Christmas selling sea¬ 
son, and Sony's big push of DSD (Direct Stream Digital) at 
the show proves that they’re more than willing to step into 
the breach. In fact, SACD (the dual-layer disc that incor¬ 
porates both DSD and Red Book CD audio) was big news 
at AES. with the debut of a number of new players, including 
Sony’s DVP-S9000ES (which plays both DVD-Video and 
SACD discs) and SCD-C333ES (which boasts a five-disc 
carousel). Philips also announced the imminent release of 
the SACD-1000 the first player capable of reading 

multichannel discs, as well as a giving attendees a sneak 
preview of an eight-channel DSD recording/editing work¬ 
station code-named Sonoma (it's expected to go into pro¬ 
duction in the fall of 2001). Partnering with Sony, TASCAM 
announced that a new two-channel version of their DA-98 
— the DA-98HR — will record DSD audio onto standard 
DTRS tapes. Need more tracks? No problem — up to six¬ 
teen of the machines can be synchronized together for 32-
channel recording. 

Speaking of tracks, the ¡Z Technology RADAR 24 is the 
successor to Otari’s RADAR I and RADAR II standalone 
hard disk recorders,, providing 24 tracks (instead of 12) and 
support for sample rates as high as 192 kHz. 

If you don’t already own a CD burner or three, you might 
want to check out the newest offering from Sony: the CDR-
W66 a “pro" version of the CDR-W33 Super Bit Mapping 
recorder unveiled at Summer NAMM (see our October 2000 
issue). New features include support for 96 kHz audio (which 
is automatically down-sampled to 44.1), a double-speed du¬ 
plication link, balanced analog and AES/EBU I/O as well as 
a word clock input, plus the ability to apply the built-in DSP 
functions to incoming digital as well as analog signal. 

Last but not least, the HHB Portadisc proves that 
there’s still some life in the MD format. Optimized for broad¬ 
cast and field applications, this rugged portable stereo 
recorder boasts a heavy-duty professional drive mounted 
in an all-steel chassis, yet only weighs 2 kg (4 lbs 7 oz) with 
eight NiMH AA batteries installed. Battery life is said to ex¬ 
ceed three hours; other features include a large, illuminated 
display, one-touch recording, lockable record level, 
time/date stamping, a built-in monitor speaker and back¬ 
up microphone, and a six-second pre-record buffer so you’ll 
never miss the start of a take. —Howard Massey 

MEDIA 
BASF presented their formatted DTRS blanks for the TAS-
CAM/Sony digital recording system format. HHB announced 
an upgrade of their 2.6 GB and 5.2 GB Magneto Opti¬ 
cal discs; a rigorous testing procedure ensures that the ini¬ 
tial number of bad sectors on a disc is below the maximum 
percentage allowed within the MO format spec. In the “this is 
very cool” category, Medéa introduced the AudioRaid SCSI, 
a plug-and-play SCSI array that supports up to 64 tracks of 
24-bit, 96 kHz audio recording. AudioRaid looks like a single 
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SCSI disc to your computer, negating the need for fiddling witn 
RAID software and hardware. —Steve La Cerra 

RECORDING CONSOLES 
It seems that every AES show features a oroduct that lowers 
the price bar so much that even jaded journalists like ourselves 
have to shake our heads in amazement and say, "How do they 
do that?” Expected to ship next spring the TASCAM DM-24 
eight-bus digital console falls firmly in that category. Featur¬ 
ing motorized touch-sensitive faders, 16 analog inputs, 24 
TDIF plus eight ADAT digital inputs, comprehensive EQ and 
dynamics on each channel, full mix automation, dual built-in 
effects processors, dual stereo AES/EBU and S/PDIF outputs, 
fun transport control, and :he ability to pass 24-bit, 96 kHz au¬ 
dio (albeit with a reduced number of channels), the DM-24 
has an astounding projected retail price of $2.999. 

Despite all the emphasis on digital consoles, analog mix¬ 
ers are far from becoming an endangered species. In fact, AMS 
Neve used AES to announce their first all-new analog console 
in almost 20 years, the 88R Incorporating audio circuitry de¬ 
sign that's linear from start to finish (no VCAs, even in the mon¬ 
itor section), the 88R comes equipped with full automation, with 
moving mini and large faders plus automated panning. Also 
included are comprehensive surround mixing capabilities. 

Mr. Neve himsel’ (who now is associated with Amek) was 
on hand to unveil the Amek Media 51 entry-level analog 
console, which utilizes a new mic preamp design, mix au¬ 
tomation, and extensive surround features, including down-
mixing capability, easy insertion of encode/decode 
processors, and multiple solo, cut, and metering modes. 
Completing the tr umvrate of classic Br tish console man¬ 
ufacturers, Oram unveiled the BEQ Pro24 a 24 x 8 ana¬ 
log console that incorporates the classic warm sound of 
“Oram Sonics" EQ, along with a dedicated sub-bass out¬ 
put with built-in crossover and stereo high-definition EQ and 
compressor for mastering functions. Last but not least, the 
upgraded Status 2 from Otari (a digitally controlled ana¬ 
log console) now offers 24 busses (instead of 12) as well 
as a five-way panner on each input module and an auto¬ 
mated joystick panner for those sweeping surround moves 

If you already own a non-surround-ready analog console 
and you'd like to get into multichannel mixing without replacing 

it, you might want to look into Scarab Technology's Trimen-
sion-1 The system adds a control surface with panning joy¬ 
sticks and motorized faders on every channel, a 24-bit, 96 kHz 
A/D converter box, and digital I/O router (which supports up 
to 80 channels) to your existing console. Their Maitre-D' sys¬ 
tem adds mastering capabilities by :ntegrating a Dolby DP570 
processor and providing remote control of Dolby encoders. 

Finally, owners of the Roland VM-3100Pro V-Mxing 
Station will want to checK out the company’s new RPC-1 
R-BUS Interface Card, which allows the consoa to act 
as a control surface for any ASIO-oompliant PC recording 
software. —Howard Massey 

SIGNAL PROCESSORS 
There was lots of news in this category, ranging from state-
of-the-art digital converters to sampling reverbs. Empirical 
Labs (makers of the popular Distressor) unveiled FATSO, 
which allows you to revisit the days ot analog tape by sim¬ 
ulating the harmonic generation, soft clipping, and saturation 
of your favorite strip of oxide-coated material — plus clas¬ 
sic knee compression. 

If you're looking for something completely different in the 
world of equalizers, you'll want to check out the dual-cnan-
nel CLM Expounder. It features four ovedapoing bands 
of EQ and hi-cut and low-cut filters, with adaptive circuit¬ 
ry that responds to the dynamics of the program material. 
This kind of unique amplitude-domain processing allows 
for precise "microsurgery” such as dynamic noise filtering 
and frequency-limited expansion. 

The new TC Electronic Triple«C compressor also push¬ 
es the boundaries of traditional compressors by offering 
three kinds of dynamics processing standard foil-band 
comoression, three-band spectral compression, or a unique 
Envelope Compression, which allows ycu to alter the en-
ve.ope of the sound by changing attack and release gain. 
Other features include look-ahead compression, spectral 
balancing, and a "digital radiance generator" to add tube¬ 
like overtones to the signal. 

TC’s recent alliance with IVL — TC HeBcon — is already 
bearing fruit with the release of their first product. Voice-
Prism It provides a ful complement of toO'S for vocal pro¬ 
cessing, including an onboard mic preamp, compression, 
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Handshaking isn’t just for friends any¬ 
more; one notable trend at this year's 
AES mas the proliferation of networking 
options and devices that allow intercon¬ 
nection of a wide range of equipment — 
even gateways to the Internet. Yamaha 
were showing a range of wicked-fast 
(200 Mbps) mLAN IEEE 1394-to-audio 
converters, including a standalone 
processor, an expansion board for their 
new line of synths and samplers, and a 
YGDAI card that can be installed in their 
O2R or O3D consoles. Otari announced 
that they will be partnering with Yama¬ 
ha to jointly develop an mLAN chip that 
will up the ante by routing 32 channels 
of 24-bit 48 kHz digital audio at 400 
Mbps. Otari also unveiled a new line of 
Echelon Series connectivity products, in¬ 
cluding the ND-2O, which provides up to 

32 channels of A/D, D/A, and sample 
rate conversion at up to 96 kHz sam¬ 
pling rates. Four I/O card slots are 
available for remotely controlled mic in¬ 
puts, line inputs, line outputs, and AES 
I/O; MADI, TDIF, and mLAN formats will 
all soon be available as well. Another 
new echelon product is the FS-96 — the 
successor to the popular UFC-24 for¬ 
mat and sample rate converter. The FS-
96 can handle up to 24 channels of 24-
bit audio at sample rates up to 96 kHz, 
in all the common formats, including 
ACS/eBU, TDIF-I, ADAT (optical), and 
SDIF-2, with optional MADI and 1666 
1394. Also jumping on the 1394 band¬ 
wagon is TC electronic, who announced 
that they have licensed the rights to 
Digital Harmony’s Studio portfolio of 
technologies, including DHIVA1394 in¬ 

terface modules — a move that will un¬ 
doubtedly lead to high-speed network¬ 
ing capabilities in the next generation of 
TC products. 

Taking a slightly different tack was 
euphonix, who unveiled their own suite 
of "InterNetworking'' products and tech¬ 
nologies, including the FC727 format 
converter, which not only does bidirec¬ 
tional conversion between TDIF, 
AES/EBU, SDIF-2, ADAT, ProDigi, and 
MADI formats, but also links directly to 
Pro Tools. The company also showcased 
their eDeck software, a free download¬ 
able Rocket-powered Windows player 
(with a Mac version to come) that en¬ 
ables the playback, conversion, and 
transfer of 24/96 multichannel files over 
the Internet. 

—Homard Massey 
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gating, cual parametric EQ, voice harmony genera¬ 
tion, ADT, and effects such as reverb, delay, chorus, 
and flange. 

Samoling reverbs — where the acoustic signatures 
of true acoustic environments are stored in memory and 
can be applied to incoming signal — are becoming all 
the rage, and now Yamaha joins the party with the re¬ 
lease of the SREV1 Able to operate in either twc- or 
four-channel mode, its features include two mini YGDAI 
card slots, dual AES/EBU I/O, two serial ports, and ex¬ 
ternal word clock input. Storage options include a CD-
ROM drive for loading data and upgrades, plus a PCM¬ 
CIA card slot. With the addition of a DSP expansion 
board reverb times can be up to 10.92 seconds. In oth¬ 
er high-end reverb news, Lexicon announced a digital f/O-only 
version of their 960L multichannel processor. 

CEDAR showed their DNS1000 Dynamic Noise 
Suppresser, a 40-bit, multi-band processor designed to 
remove rumble, hiss, whistles, and other noises that might 
interfere with recording on location. 

There were also lots of new converters on display at the 
show, including the eight-channel Genex GXA8 and 
GXD8 each of which supports 24-bit audio with sample 
rates up to 192 kHz; optional expansion cards allow con¬ 
version to and from DSD format. Weiss released the DAC1. 
a stereo 24/96 D/A converter with four digital inputs (three 
XLR and one TOSlink) and “virtually zero” output imped¬ 
ance. On the other side of the coin, the MindPrim AN/DI 

PRO includes dual mic preamps and line inputs plus bal¬ 
anced inserts, delivering 24/96 audio via AES/EBU and coax 
and optical S/PDIF outputs. —Howard Massey 

STUDIO MONITORS 
Garnering buzz on the show floor was newcomer Truth Au¬ 
dio's TA-1P passive monitor, which features two 5-inch 
woofers and a single tweeter for a frequency response of 
48 Hz to 20 kHz. Power handling is said to be 165 watts into 
four ohms. Alesis announced an update to their venerable 
Monitor One, the Monitor One Mk 2 Improvements in¬ 
clude new drivers, improved frequency response (45 Hz to 
20 kHz), radiused cabinet edges, and enhanced porting. 

Holding down the bottom were Genelec with their new 
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1093A active subwoofer The '093A features frequency 
resoonse from 18 to 85 Hz from a 19-inch dr ver powered. 
Loop through jacks allow multiple 1093A's to be daisy-
chained when higher SPLs are necessary. 

Dynaudio Acoustics was showing their BM5.1A 
sur'ound monitoring system, comprising five BM6A pow¬ 
ered monitors (seven-inch woofer, tOO-watt amplifier) and an 
active BX30 subwoofer with 12-inch driver and 130-watt amplifier. 

Too much bass is never enough bass; Tannoy intro¬ 
duced their PS350B active subwoorer, which includes a 
15-inch driver, built-in power amp, XLR inouts, variable low-
pass fi ter, debatable 80 Hz high-pass, filter, and ground 
loop isolai on. —Mitch Gallagher 

AMEK MEDIA SI 

SOFTWARE 
Everyone on the show floor was talking about the new Pro 
Tools 5.1 software. As its version number implies, there’s full 
support far sur'ound mixing, with integrated automatable pan¬ 
ning on each track and a “jellyfish" display that shows the rel¬ 
ative levels of all main channels, but there’s a whole lot more 
here than just surround features. Pro Tools owners everywhere 
wi‘l rejoice at the fact that version 5 1 allows you to create stereo 
tracKS — ever multichannel tracks — not to mention multiple 
levels of undo (hooray'I) and the ability to have multiple plug¬ 
in windows open simultaneously. MIDI users will also appre¬ 
ciate the addition, of event ¡¡st editingi. The new mixer architecture 
allows you to designate more than one output or send for each 
channel, so you can mix to multiple formats simultaneously, and 
a newil/C Setup window allows you to create custom routings 
for each session Plus, there’s increased DSP processing pow¬ 
er — “DM systems can run both TDM and RTAS (Real-Time 
Audio Sute) plug-ins uti-izing both the chips on your DSP card 
and your CPU’s own horseocwer And if you’re into tactile con¬ 
trol the new Edit Pack option for ProConfrol adds a color-
coded QWERTY keyboard, 20 dedicated edit function buttons, 
dual motorized 'ouch-sensitrve panning joysticks, a trackball, 
and eght hign-resototion meters. 

Steinberg unveiled version. 1.5 of toeir acclaimed Nuendo 
Media Production System, now available for both Mac¬ 
intosh and Windows platforms. Support is provided for up 
to 200 tracks of 24/96 digital audio, as wel as a video track 
and virtually unlimited MIDI fracks. Extensive surround mix¬ 
ing features are standard, and the company announced that 
a future vecs.on will include integrated Dolby Digital encod¬ 
ing. 11 you're getting fired of mousing around, you might want 
to consider adding Houston. Steinberg's new MIDI/USB re¬ 
mote controller tor VST aucio engines such as Nuendo and 
Cubase. It provides tone touch-sensitive motorized faders, 
eight rotary encoders with LED position indicators, and a ma¬ 
trix of buttons to oring a’l aspects of the VST mixer within easy 
reach. In addition, there s a large LCD, a numeric keypad. 

transport controls, and a jog/scrub 
wheel. 

TC Works Spark 2.0 for Macintosh features a new 
file engine for faster operation and an enhanced 
FXmachine plug-in matrix that supports up to 40 real- / 
time piug-ins. 

Internet broadcasters everywhere will want to 
check out Waves’s new MaxxStream Designed to 
turn your Windows NT PC into a streaming workstation, the 
MaxxStream software simultaneously encodes audio to mul¬ 
tiple formats at multiple bitrates, while the accompanying 
PCI card provides stereo analog and S/PDIF digital I/O, with 
20-bit conversion and support for sample rates upto 96 kHz. 
Various configurations are available, including the M1600, 
which can condition up to 16 stereo or 32 mono audio 
streams simultaneously. —Howard Massey 

PLUG-INS 
The world cf software-based signal processing continues 
to expand; Pultec, purveyors of TDM- and MAS-compatible 
vintage processor recreations introduced a pile of new prod¬ 
ucts, including the Pultec EQP-1A equalizer, Fairchild 
660 compressor, JoeMeek SC2 photo-optical com¬ 
pressor and VC5 Meequalizer Tel-Ray Variable De¬ 
lay (remember that thing?), and Moogerfooger 12-stage 
Phaser and Analog Delay. Also introduced was BF Es¬ 
sentials, a bundle comprising a plug-in guitar tuner, a 
meter budge, anda phase correlation meter. 

Waves announced version 3.0. which increases pro¬ 
cessing resolution to 48-bit (dithered) for some TDM plug-ins, 
adds 88.2/96 kHz support for native plug-ins, as well as graph¬ 
ical enhancements and completely redesigned user interfaces. 
Also new for Waves is the Renaissance Reverberator, 
and the Renaissance Collection, which comprises the Re¬ 
verberator as well as the Renaissance EQ and Compressor. 
But the big news from Waves was the elimination of 

Vintage audio gear is enjoying 
tremendous popularity, trickling 
down from commercial studios to 
the project world. Though we've no¬ 
ticed this trend for the past few 
years, it was more evident than ever 
at the 2000 AES Convention. Some 
companies such as Universal Audio 
are actually re-producing faithful 
versions of past gear. Others, 
such as Great River Electronics, 

introduced new products with a “tip 
of the hat" to designers-past. 
At least one manufacturer showed 

an all-tube recording console, while 
several mic pres were introduced with 
“retro" features such as adjustable 
input impedance or Class-A opera¬ 
tion. There were two newly intro¬ 
duced re-productions of the famed 
Telefunken ELAM 25I microphone, 
and ribbon microphones finally seem 

to be getting the attention they de¬ 
serve. VU meters are getting bigger, 
and even products with built-in ana-
log-to-digital conversion are using 
tubes in the pre stages. This trend is 
also spreading to software — we 
saw emulations of Pultec EQs as well 
as Prophet and Moog synthesizers. If 
only we could get our hands on a 
vacuum tube multitrack.... 

—Steve La Cerra 
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dongle-based copy protection; tine company's products will now 
use a challenge/response system with online authorization. 

As is always the case, the Digidesign Partners booth was 
brimming with plug-in manufacturers; in addition to the 
aforementioned Bomb Factory, Line 6 was showing their 
Echo Farm, a vintage delay box emulation plug-in, and 
Digidesign was showing their Reverb One. which the 
company says "...compares favorably to any software or 
hardware reverb processor on the market today." 

Speaking of reverb plug-ins, TC Works announced the 
first third-party surround plug-in support for Steinberg’s Nu-
endo platform w th their Surroundverb, which provides 
5.1 reverb with a unique surround metering window. 

Native Instruments, best known for their line of software 

• Learn more about the Audio Engineering Society 
and the IO9th AES convention at ujmui.aes.ora. 

• Surfers can point their browsers to uiuum. 
musicplauer.com for even more AES show coverage. 

polyphonic, multitimbral, virtual modular software synthe¬ 
sizer for Mac or Windows. Tonemill suoports Pro Tools, 
Cubase, Logic, Cakewalk, and Digital Performer, and its fea¬ 
tures include a sample player, waveform editor, and "built-
in” effects (chorus, echo, reverb, etc ). 

Akai was showing their limited edition MPC2000XL-
SE1. a groove box that combines a sampling drum ma¬ 
chine and 64-track sequencer, and sports a whole new vi¬ 
sual look. The Version 2.0 operating system for S5000/ 
6000'samplers includes USB network capabilities (the new 

synthesizers, announced the first in 
a line of FFT-based effects. Spek¬ 
tral Delay, which car delay 
each of 512 freouency bancs in¬ 
dependently; each band also has 
feedback and modulation control. 
Available in PC and Mac VS~ for¬ 
mats, Spektral Delay aiso offers 
MIDI control over all pa'ameters. 

Finally, Sounds. Logical’s 
WaveWarp real-time audio ef¬ 
fects processor for Windows can 
now act as a DirectX plug-in with 
up to 32-bit resolution. Modules 
consist of equalizers, dynamic 
range controllers time delays, 
cistortion, choruses, pitch shifters, 
reverbs, signal generators, and 
more. — Mitch GaiJagher 

SYNTHS/MIDI 
The AES show focuses mainly or pro 
audio, but synth, sampler, and in¬ 
strument manufacturers also put in 
appearances. Announced at the 
show was the Emu E4 Platinum 
Sampler a fully loaded incarnation 
of the E4 Ultra featuring 24-bit A/D 
converters. Also included are the 
new RFX-32 Effects Processor 
EOS 4.5, a 20 GB internal hard dri¬ 
ve, 128 MB of RAM, 128-voice poly¬ 
phony, six analog inputs and 1’6 ana¬ 
log outputs, eight nputs/16 outputs 
on ADAT lightpipe, dual SCSI ports, 
and 20 soundware CD-ROMs. 

Incorporating the features of 
Kurzweil PC-series keyboards, the 
PC2R 1U rackmount synth of!ers 
tr pie-strike pianos, stereo strings, 
classic keyboards, and more,, in¬ 
cluding the company’s awa'd-win-
ning KB-3 organ models. The 64-
voice module offers dua: effects 
processors, expandable ROM, and 
24-bit digital outputs. 

New from software synth spe¬ 
cialists Koblo is Tonemill a 

Wray 

REVEAL ACTIVE 
MON N E 

I 
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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 /2"thick, 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 
magnetically shielded, allowing operation close to video monitors. Tannoy 
professional quality and accuracy, at a semi-professional price. 

Tannoy/TGI North America Inc. 
300 Gage Ave., Suitel Kitchener, ON Canada N2M 2C8 

Tel: (51 9)745-1 1 58 Fax:(51 9)745-2364 

Toll Free Dealer Faxline: (800)525-7081 

LIT E R ATU RE HOTLINE:! it pIea se @ tg ina.com 
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IB-S56USB board and ak.Sys sampler network soft¬ 
ware). Thirty-two samplers can now be controlled from a 
computer, and you can drag and drop directly between 
samplers without transferring programs and samples to disk 
or computer. Also-new is support for Roland CD-ROMs and 
Emu E-IV SCSI disks. —Mitch Gallagher 

SOUND REINFORCE VIENT 
Plenty of noise was made in live sound circles with a vari¬ 
ety of gear. AKG displayed the WMS 40, an affordable UHF 
wireless system that operates up to 30 hours on a pair of 
AA batteries. Auoio-Technica revealed the ATW-7373, a 
mulltichannel UHF wireless handheld system, which uses 
the same element as in the AT4033 studio mic. 

Allen & Heath announced a new live console, the 
ML4000, a VCA-controlled, 12-aux desk equally suited for 
either front-of-house or monitor mixing. ATI pulled the wraps 
off the Paragon II, a sound reinforcement desk with 88 
assignable nputs as standard, plus Distributed Intelligence 
— a feature that allows the console to immediately reset in 
event of a power failure without the delay of a “reboot" com¬ 
mon to other computer-controlled desks. On display at the 
Peavey booth was a series of cornpact mixers including the 
RQ2310 RQ2314 and RQ2318 

Speaker systems were very well represented this year in 
both powered and non-powered versions. Rather surprisingly, 
Crest Audio debuted the CT Senes of loudspeakers, a new 
I ne for applications requiring hign SPLs and a wide dynam¬ 
ic range. The CT Series consist of four trapezoidal cabinets 
and two floor wedges. EAW unwrapped their new stage mon¬ 
itor the SM84 a split-baffle design with an angled-front horn 
and four low-frequency drivers. EAW also debuted their 
E-Powered series of cabinets, designed with locking pow¬ 
er connectors, circuit breakers, and automatic voltage se¬ 
lection. Electro-Voice unveiled the X-Line Array, a system 
designed to provide wide horizontal dispersion from a verti¬ 
cal array. The X-Line system consists of the XVLS full-range 
main cabinet, the X-fil downfi l cabinet, and tne X-sub 

JBL uncovered the VerTec Line Array, a three-way en¬ 
closure with two 15’s, four 8's, and three compression drivers 
coupled to JBL’s high-frequency WaveFormer. JBL also rolled 
out the EON Generation 2 line featuring the EON15 G2. a bi¬ 
amped, 30C-watt enclosure, anc the EVO Intelligent Sound 
Reinforcement System, a complete, ready-to-use sound 
system with automatic digital control over room equalization, 
feedback suppression, delay settings, and amplifier dynam¬ 
ics The EVO system includes intelligent powered speakers, 
mixer, wireless and wired microphones, system controller, and 
all necessary cables and stands. 

Mackie Designs showed several powered sound rein¬ 
forcement speakers including the Fussion 3000 (active, 
three-way, full-range), Fussion 1800S subwoofer, and the 
SRI 530 a triamped, three-way, horn- loaded system. Mey-

designed for ground-stack or 
flown sound reinforcement 
use. Peavey displayed four 
new Impulse 1000 loud¬ 
speakers. including the 1012 
full-range and 1012 SUB 
subwoofer, and the 1015 full¬ 
range and 1015 SUB sub¬ 
woofer. Both full-range cabi¬ 
nets provide for biamp 
capability and use a ferroflu¬ 
id-cooled, titanium compres¬ 
sion driver. Radian Audio En¬ 
gineering presented their 
tatest wedge monitor, the 
RMW-1122, a passive two-
way monitor with coaxial 12-
inchand two-inch drivers. 

Alesis extended their RA 
line of power amps with the 
RA150 RA300, and RA500 
Each amp features DC-coupled, discrete 
topology, balanced 1/4-inch and unbalanced RCA 
input jacks, and front-panel level controls. Crown introduced 
the CE 4000 a high-output amp based on their Balanced Cur¬ 
rent Amplifier (BCA) technology for increased efficiency and 
reliability. QSC's Powerlight A Series adds onboard, ana¬ 
log signal processing capability, switchable gain sensitivity, and 
adjustable oower outpu: to the established line of power amps. 
Hafler unveiled two amps designed for touring purposes, the 
SR2300 and the SR2600 —Steve La Cerra 

MACKIE 
FUSSION 3000 

FURNITURE 
Middle Atlantic showed the Edit Center Multimedia stu¬ 
dio furniture featuring acoustically damped enclosures for re¬ 
duced computer noise. Taytrix displayed a full line of studio 
furnlure, including the Oval Workstation a two-tiered work 
desx mounted in a steel frame. Features include an adjustable 
meter bridge shelf and speaker wings and decorative black 
trim on wood surfaces. —Steve La Cerra 

COOL STUFF 
Audio Engineering Associates (AEA) showed their SPL2020 
stereo phase meter. Contained in a lunch box-style chassis, 
the SPL2020 features a single-point visual display for phase¬ 
checking your mixes. Neutrik's Minilyzer is a handheld, bat¬ 
tery-operated measurement tool; functions include analysis of 
THD, oscilloscope, polarity check, PPM or VU level metering, 
ana third-octave frequency analysis. RDL (Radio Design Labs) 
showed their RU-AED4 digital audio distributor tor AES/EBU 
protocol as well as the RU-SPX4 S/PDIF signal selector switch. 
The Piano Barre from Slider is an acoustic piano microphone 
support system, allowing easy placement of mies above the 

er Sound's MTS-4A is four-way powered loudspeaker strings and sound ooard. —Steve La Cerra 

Over in a corner of the show 
floor, a new exhibitor called 
Noren Products were showing 
their NoiseLock isolation box, 
designed to house noisy equip¬ 
ment such as PCs and hard dri¬ 
ves. Normally, a functional but 
unexciting product like this 

wouldn’t rate more than a glance, 
but the hip thing about Noise-
Lock is that it uses proprietary 
''heat-pipes” instead of cooling 
fans to absorb and dispel the 
heat generated by the gear inside 
the box. Their demonstration of 
the technology couldn't have 

been simpler: two heat pipes, a 
bowl of ice water, and a bowl of 
hot water. Within seconds of dip¬ 
ping the pipe in a bowl, it became 
incredibly cold (or hot) to the 
touch. At last, total silence from 
noisy gearl 

—Homard Massey 
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PLUS 3 MORE REASONS TO GO FOR IT. 

REASONS NOT TO BUY 
A MACKIE B8B...ZERO 

L 
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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, wk. 

Normally we don’t name competitors in our ads. But in this case, Mix Magazine 

published the other nominees for the 1999 TEC Award for Outstanding Technical 

Achievement in Small Format Consoles: Allen & Heath's GS-3000, Digidesign's 

ProControl, Panasonic's WR-DA7, Spirit’s Digital 328 and Yamaha’s OIV. 

Thanks to all who helped us win this prestigious award. 

OFREE UPGRADE! 
NEW OS 3.0 ADDS 

OVER 30 NEW FEATURES! 
Our Programming Department has been chugging the double 

lattes to create Mackie Realtime OS™ Version 3.0, packed with 

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! S ■ 

• NewSnapshot 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 

signal path. 

• New surround capabilities including depth-of-center 

control (1ER mixing with divergence), multiple surround panner 

window, individual LFE channel level control. 

• Multiple direct outs per channel. 

• Optional level to tape fader control. 

• Assignable, bidirectional MIDI control of all parameters. 

• Cross patching allows substitution of channels between 

various banks. 

0 DSP PLUG INS! 
Antares’ Auto-Tune for the D8B 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. MOW 
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, plus compres¬ 

sion and limiting; AOX200 adds variable “Peak 

Punch” and further Drawmer innovations. 

IVL Technologies’ VocalStudio 
provides real time vocal doubling, multi part 

harmonies and pitch correction in an easy-to-

use interface. A free demo is built-into the 

Digital 8 • Bus. Just add a second MFX card 

to own this innovative plug-in from a world 

leader in vocal processing. 

TC Electronic Reverb (bundled with 
the D8B UFX card) provides Reverb I and 

Reverb 2 algorithms from the renowned TC 

Electronic M2000 Studio Effects Processor. TC 

FX upgrade package contains an expanded 

set of M2000 reverbs plus Delay, Choms, and 

Pitch. TC 2000 adds the TC M2000’s Reverb 3, 

de-essing, tremolo, phasing, and panning. Q 1999 TEC AWARD 
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Each year, myriad new products are introduced at the AES show. To be honest, they're all pretty darn 
exciting in their own way. But there are always those that emerge as truly outstanding. To find those 
bright lights, EQs editors combed the AES floor in search of the best of the new products on display, 
and rewarded them with our coveted Blue Ribbon Award. 

Here’s the process: Each editor was allowed to nominate products in each category; products had to 
be newly introduced at this show. When the nominations were in, voting ballots were sent back to the 
editors and contributing editors who had attended the show. The ballots were collected, the votes were 
counted, and the results were tabulated. 

Digidesign Pro Tools 5.1 — The new version of Pro Tools, with 
its multitude of enhancements was the buzz of the AES show, and 
the overwhelming choice of our editors. 

STUDIO MICROPHONES 
The prize went to the Neumann M í5Oomnidirectional microphone; 

but the voting was very close. The Shure KSM44, Lawson L251, and 
Soundelux ELUX 251 tied for runner-up, only a step behind the Neumann. 

PLUG-INS 
This category was hotly contested, with many worthy new products an¬ 

nounced at AES. In the end, there was no choice but to award a tie—a four¬ 
way tie—to the Waves Renaissance Collection. Bomb Factory Pultec 
EQ-P1. Line 6 Echo Farm, and Native Instruments Spektral Delay. Each 
of these plug-ins is a unique offering, and each brings something new to the 
world of software-based processing. 

COMPUTER AUDIO INTERFACES 
Our editors chose the Event EZbus interface for its flexibility and 

powerful combination of features and price. 

SIGNAL PROCESSOR 
Empirical Labs FATSO took this category, despite the introduction 

of a variety of cool new processors. Who can resist the best aspects 
of analog tape combined with great compression? 

MICROPHONE PREAMP 
The GT Electronics VIPREtook the Ribbon this year. As one of our 

editors commented, “Looking at the insides convinced me.. .anyone who 
shock-mounts a tube PCB is all right in my book.” 

CHANNEL STRIP 
Channel strips combine a preamp with EQ, compression, and/or 

other processing; they’ve become increasingly popular of late. Our 
editor's pick is the George Massenburg Labs 2020 high-resolution 
discrete input channel, which combines a line/mic preamp with EQ 

and dynamics control. 

SYNTHS/MIDI 
Raising the bar for “sampling power per square inch,” the Emu E4 Plat¬ 

inum sampler is fully loaded with useful options, and sports 24-bit I/O. 

LIVE SOUND SPEAKERS 
Our editor’s choice for best live sound speakers goes to the JBL 

EVO, a complete sound-reinforcement package with smart digital 
control. 

POSTPRODUCTION 
A number of powerful new post products were introduced at AES 

this year, but the prize goes to the Digidesign EditPack As one of 
our editors said, “Motorized joystick panners, dedicated edit buttons, 
a color-coded QWERTY keyboard, and a trackball — what more could 
a Pro Tools operator ask for?" 

STUDIO MONITORS 
In studio monitors, we've got a tie. The Truth Audio TA-1Pgets a nod 

for catching the eyes and ears of our editors. Maybe it was the go-against-
the-flow approach; it's passive instead of active. Also in the winner’s cir¬ 
cle is the Tannoy PS350B active subwoofer with its 15-inch speaker, built-
in amp, and LCR/LFE/XLR balanced inputs. 

RECORDING CONSOLES 
Several important new consoles appeared at AES this year, but none 

shattered the price/performance barrier as handily as the TASCAM DM-
24. Eight busses, analog and digital I/O, EQ and dynamics on each chan¬ 
nel, two'effects processors, and 24/96 support for $2,995? Scary.... 

I N oV£M 

LIVE SOUND MICROPHONES 
As is to be expected at AES, a number of new microphones were 

introduced for live sound applications. Our pick for the award? The 
Audio-Technica ATW-7373wireless system, which uses the same 
element as the popular AT4033 studio mic. 

LIVE SOUND CONSOLE 
With its ability to serve as either a front-of-house or monitor con¬ 

sole, the Allen & Heath ML4000 took the Blue Ribbon this year. 

SPECIAL AWARDS 
Not every deserving product can win an EQ 
Blue Ribbon Award. These special award 
categories honor products that our editors feel 
deserve extra recognition. 

FUNNGST PRODUCT 
Without a doubt, this award goes to the Alesis AirFX. Pow¬ 
erful processing under unique gestural control; we’re betting 

AirFX is going to be very popular in studios, on stage, and 

in DJ booths. 

COOLG5T PRODUCT 
Silent temperature control for noisy studio gear? That’s what 

the Noren NoiseLock promises. 

UTILITY PRODUCT 
Our favorite practical utility product was the LittleLabs PCP 
Distro — everyone needs to split a guitar signal at one point 
or another. 

MOST PROMISING 
Steinberg Nuendo 1.5 came up repeatedly in our discussions 
of the Blue Ribbon Awards. With its broad support for media 

production, addition of VST instrument and ReWire support 

— to say nothing of Mac support — version 1.5 stands poised 

to have a big impact. 

MOST PROMINGNT NGW SUPPORT OF 
PRGVIOUSLY UNSUPPORTGD GXISTING 
TGCHNOLOGY 
The introduction of DSD-compatible products to assist in bring¬ 

ing SACD to the masses. 

SOON-TO-BG-GVGRYWHGRG 
Analog Devices new AD1896 sample rate converter chip — 
greater than 130 dB signal to noise, up to 192 kHz sampling 

rates. 
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They say lightning never stakes twice. But they're wrong, as Tony Visconti can 
attest. Imagine discovering and developing the career of an artist with the stature 
of a David Bowie, then finding another gifted (if enigmatic) young singer by the 
name of Marc Bolan, and going on to produce a string of hit albums for him, too. 

Born in Brooklyn, New York, Visconti made his fateful move to London in 1968, 
initially apprenticing with legendary producer Denny Cordell. His musical and ar¬ 
ranging talents soon made Visconti one of the most in-demand engineer/producers 
on that side of the Atlantic. In the nearly two decades he spent in England, he 
built his own studio (Good Earth) and helped craft dozens of important records, 
not only with Bowie and Bolan & T. Rex, but also with Procul Harum, the Moody 
Blues, and Joe Cocker, as well as numerous post-punk artists such as Iggy Pop, 
Adam Ant, Hazel O'Connor, Thin Lizzy, the Boomtown Rats, and Sparks. In 1989, 
Visconti returned to his native New York, where he maintains close contact with 
the listening public through his Web site www.tQnyvisçonti.çQm) and con¬ 
tinues to nurture new talent in his state-of-the-art project studio. 

EQ: You’re one of a small group of producers who were active in 
the ’60s and ’70s who have kept current with technology — for 
example, you’ve got your own Pro Tools rig. Do you feel that this 
is really a better way to make records than in the old days? 

Tony Visconti: It's just another tool in my arsenal. I used analog tape last 
year on a project, and we flew some tracks into Pro Tools for digital editing. When 
we flew it back to analog, we found it actually improved the sound. Maybe, be¬ 
cause of phase shifting, there was more depth to the recording; there was kind 
of a more three-dimensional sound to it. It's undeniably the future. 

You’re a bass player, so I’m particularly interested in the ap¬ 
proach you take toward recording bass. 

I'll split the bass and record both DI and amp. If I'm in a big studio and I've 
got lots of tracks, I’ll record them on separate tracks. Again, I come from the old 
school where, if the sound is great, you can blend the two — just check the phas¬ 
ing, always check the phasing. I’ve got a nice Manley DI that I carry with me; 
it's got tube circuitry and it’s one of my high-end boxes. I've also got an ART pre¬ 
amp; I use that sometimes as a bass DI. If I’m playing bass, I don’t usually like 
to play through an amp in the studio, so I’ll just use the DI — I have enough giz¬ 
mos here to make it sound fat. 

When you’re recording both amp and DI bass, do you tend to 
use one signal for low end and the other for attack? 

Yeah, that would be the case. The Dl’s going to have more attack than the 



THE SOUND OF ROCK 

in 1979 during the recording of Scary Monsters. 

more apparent — if you boost it again an 
octave higher. So if I’m boosting it at 60 
cycles, I’ll also do a slight tweak at 120, 
and I might even go to 240. Even a bass 
sound has got harmonic overtones, and 
sometimes that’s where the definition lies 
— it’s not just only in the low end. 

When I discovered this principle, I 
found that, if you go a little higher up, you 
can actually hear the note itself — not just 

record a piano in stereo and then on the 
mix I'll just mono it. But I’ll record in stereo 
for insurance, so we’ve got that sound. 

If it's a great room, you’ve got to put 
room mies up and blend them in. So with 
piano, I might use up to five mies at once. 
Again, I use stereo compressors; I can't 
emphasize how important that is. If you 
put a mono compressor on each mic, 
you’re going to have the worst sound bal-

have to compress a 
lot, especially low 
end. I don’t really slam 
it when I go in, so it's 
actually quite nice in 
the mix. Sometimes I 
won’t compress the 
bass on a mix, but I’ll 
put it high in level and 
I’ll put compression 
over the stereo bus so 
the bass just kind of 
does its thing and in¬ 
teracts with the kick 
drum. Pumping is ac¬ 
ceptable. 
One problem 

that many people 
have when record¬ 
ing bass is getting 
a fat sound with-

ance in the world; 
you’ll have a very lop¬ 
sided piano. 

Are you creat¬ 
ing a stereo im¬ 
age out of the five 
mies and then 
feeding the stereo 
send to a stereo 
compressor? 

No. It's usually a 
two-mic technique — 
I’m using that 80% of 
the time — so my 
stereo mies will go 
through a stereo com¬ 
pressor. If I'm using 
stereo room mies, 
then I’ll have a stereo 
compressor on those 
stereo room mies so 

out it being woofy and flabby. How 
do you tighten up the low end? 

Well, whenever I compress a bass, I 
do it through a stereo compressor and 
put the link in. Your DI might not hit the 
compressor as hard as the amp would, 
but the amp might hit it really hard and 
it’ll bring the attack down appropriately. 
I’ll do that on the mix as welL 
So you’re sending the DI 

through one side of the com¬ 
pressor and the amp through the 
other side, but linked. 

Yes, so it's like treating it as a stereo 
source, which it really isn't, but the levels 
will always ride each other. So on those 
notes where the DI might be much loud¬ 
er than the amp, the compressor's con¬ 
trolling it. Sometimes after I do that, I might 
gang the two signals and send it to a third 
compressor to squash it ever further. 

How do you EQ bass? 
I don't do anything radical except that 

I look up the frequency of the key that the 
song is in. Say if it’s in the key of F, I know 
that the low F on the bass string is some¬ 
thing like 48 cycles. If that note’s not loud 
enough, I'll pinpoint that frequency and 
boost it. In fact, you can often get more 
clarity — you can make the low end seem 

the warmth of the note, but the clarity of 
the note. This way, in the whole mix, you 
can actually near the notes that the bass 
player's playing. 

Do you have any favorite equal¬ 
izers, or do you tend to use the 
board EQ? 

Well, for these precise things I have to 
use a graphic. Any graphie that divides 
the octave in three or four will do, and 
parametrics will also do the job. 

What’s your general mic tech¬ 
nique for acoustic piano? 

I'll open the top and do a crisscross 
kind of stereo thing with the two mies point¬ 
ing toward each other like a pyramid — ei¬ 
ther two [Neumann U] 87’s, or [KM] 84’s. 
Neumann 84’s are my favorite for piano. 
Positioned over the sound 

holes or over the strings? 
Over the sound holes. I don’t go right 

up to the hammers — I like to raise the 
mies and let the sound wave form a bit. 
And occasionally I'll use a tnird mic if I'm 
not getting really good low end. I have 
this philosophy that a stereo piano can 
sometimes sound smaller than a mono pi¬ 
ano. You can’t record a piano that sounds 
as wide as a 20-foot stage — it’s a psy¬ 
choacoustic thing — so sometimes I’ll 

at least both sides will go up and down. 
I might not use a compressor on the fifth 
mic at all, and maybe I’ll stick it on an¬ 
other track. I don't usually use the low-
end mic; in my whole life, I’ve done that 
maybe 5% of the time. 

What sort of compression ra¬ 
tios do you use? Heavy com¬ 
pression or gentle? 

I never use a quick attack on anything 
— that’s ridiculous. It’ll be around a 50-
millisecond attack so the initial attack gets 
through, and then it kind of tapers off. The 
compression [ratio] will be maybe 3:1; 
usually no more than that. If it’s really go¬ 
ing to be rock ’n’ roll, maybe 4:1. 
Are those the same kind of 

compression settings you’ll use 
for bass or other instruments? 

You know, I’ll use the same com¬ 
pression settings for any instrument. I 
kind of have this philosophy where I know 
how much compression I like to hear, and 
it almost applies to any instrument. On the 
mix, however, if it’s a very uneven bass 
sound, I’ll really hit it. I might hit it 10:1 on 
the mix. But basically the same thing ap¬ 
plies — 3:1 on the bass, 4:1 on record¬ 
ing. I don’t think 2:1 is compression; you 
might as well turn it off. 

for. You’re not going to get clarity out of 
a bass amp. 
Do you typically compress 

both signals as you are recording 
them? 

Oh, yes. 
Do you compress them again 

when you mix? 
I'm a compressor freak. Compression 

is the sound of rock. At some stage, you 
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Two balanced XLR mic inputs 

S/PDIF digital input and output 

32 channel MIDI In, 
32 channel MIDI Out 

Two 1/4" inputs, switchable from 
instrument (guitar) to line <level 

Two balanced 114 
TRS inputs 

Stereo phono (RCA) outputs, 
headphone output 

USB port; Mac & PC 
compatible 

There are a bunch of ways to get audio in and out of your 

USB-equipped Mac' or PC. Here's the best one: the US-428 " 

Digital Audio Workstation Controller by TASCAM and 

Frontier Design Group. If you're into computer-based audio 

and MIDI recording, the US-428 offers a very affordable way 

to interface your music and your computer while providing 

complete hands-on creative control of your audio software, 

using real faders and knobs. So if you're looking for the 

ultimate plug-and-play solution for computers and music, 

here’s everything you need...in a cool blue box from the 

world leader in recording technology. 

Get In. Get Out. Take Control 
Introducing the US-428. 

PC and Mac compatibility 
via USB interface 

Works with major DAW 
applications 

Supports unlimited banks 
of eight faders 

Dedicated EQ, Aux Sends 
and Pan controllers 

Professional 24-bit D/A and 
A/D converters 

Records four audio inputs 
at once 

Includes Steinberg’s 
Cubasis VST" Audio 
Recording/MIDI 
Sequencing software" 

Easy to use: no opening 
the computer, no sound 
card to install 

TASCAM US-428 by 
FRONTIER 

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

•Cubasis VST for Macintosh available later this year 

TASCAM 
a whole world of recording 
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THE SOUND OF ROCK 

(From left to right) Malcolm Toft, Tony Visconti, and Marc Bolan in 1969 during 
the recording of Tyrannosaurus Rex’s Prophets, Seers and Sages. 

In vocals, the same thing : I’ll do gen¬ 
tle 3:1 compression on a vocal on the way 
in, but if it’s a vocalist who’s really whis¬ 
pering and screaming the next minute, I’ll 
have to hit that maybe 5:1 or 6:1 on the 
mix. If there is a wnisper part, in Pro Tools 
I’ll just slice it out and give it its own track 
and treat it differently from the scream 
part. It’s ridiculous [to think] that one com¬ 
pression setting will cure all evils. Some¬ 
times you just have to mult something out 
for different parts of the song. 

What’s your generic approach 
to miking drums? 

First of all, when I get a good drum 
sound, I take photographs of the mic 
placement. I have a series of photos from 
over the years — they're like pho¬ 
tographs of my drum sounds. 

Generally, I try to use the minimum 
number of drum mies until I fino a prob¬ 
lem — then I’ll start sneaking mies in. So 
I’ll use one mic for the kick, one mic over 
the snare. For hi-hat, I like to get as close 
to the stick as possible. I have been 
known to tape an AKG 451 to the actual 
pole of the hi-hat or even clip a lavalier 
mic to the pole, so as it goes up and 
down, so does the microphone — and it's 
always following the same signal. 

And it’s not picking up all kinds 
of rumble from the stand? 

No, because when I record a hi-hat, I’ll 
filter out all the low end so you won’t get 
any air. There’s nothing on a hi-hat that 
is below 200 [Hz] — it's just junk, so 1 take 
it out. If I'm mixing someone else's track 
and they haven't done that, I’ll do that 
during the mix. 

Sometimes I'll take a second micro¬ 
phone stand and hang the cable on it so 

the mic dangles over the hi-hat like a mar¬ 
ionette. Another way I like to record hi-

! hats is to take a [AKG] 451 that has that 
; screw-in elbow so the capsule can be 
bent at an angle, like the Concorde jet 

I Then you can sneak the microphone right 
I over the hi-hat and bend it downward. 
Again, I love to get as close to that stick 
hitting the metal as possible. For toms, I 
just like to sneak the mies over the rims, 
aimed at where the stick will hit. 

What’s your mic of choice for 
toms? 

I Fke [Shure SM] 57’s on toms; they 
sound really good. But in the kick drum, I’m 
not a big fan of the [AKG] D12, and to this 

EVERY INSTRUMENT 
HAS GOT ITS RANGE 
THAT’S BEAUTIFUL 
AND THAT’5 WHAÏ 
YOU WANT TO HNO. 

day I’m still putting different mies in there. 
If I use a D12 or the D112,1 find it’s hard 
to get the clarity, so sometimes I’ll put in a 
second mic just for the high end; some¬ 
times that might be an Electro-Voice RE20. 

With both mies inside and up 
close? 

Yeah, both inside and up close. I'll put 
the D12 right at the outside of a hole cut 
in the front skin. Just at the perimeter to 
get the maximum low end, to get the 
waveform a bit. But I'll sneak the RE20 
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THE SOUND OF ROCK 
WEBLINK 

For the latest on Tony Visconti, visit 
his Web site, wmuj,tonuvisconti.com . 

right in there, a few inches away from the 
beater. I’ll blend the two and I’ll send 
them both to one track. If I've got the 
sound really great, then I’ll commit that to 
one track. 

How about snare miking? 
On the top I’ll have my latest — a mu¬ 

tated '57 that I took apart — I've got to 

show it to you! [Brings out an SM57 that 
has been cut open and taped together so 
the capsule is at a 90-degree angle to the 
body.] You could sneak this over any¬ 
thing; it sounds really great. 
Do you also under-mic the 

snare? 
If I’m not getting brightness, if it’s a 

very dull snare, or something’s wrong that 
day, or it’s just not cracking — then I will 
put an under-mic in. But I will always gate 
it; I don’t like it rattling around all the time. 

You gate the under-mic as 
you’re recording? 

As I record. I want to clean that bug¬ 
ger up before it gets on tape. It’s quite 
easy to set the threshold, because the 
only thing that’s going on in there is the 
rattle. Toms don't seem to affect it, kick 
drum doesn't affect it, so it’s quite easy 
to gate it. 

Will the gated under-mic be 
recorded on a separate track? 

I always put it on a separate track. And 
invariably it’s out of phase with the top 
one. I have never, ever had the good luck 
of having both mies in phase naturally — 
so if you do that trick, you must check it. 

COMPRESSION IS THE 
SOUND OF ROCK. 

Even though it’s being gated, you’ll hear 
a big difference if you just play with the 
phase button, and you’ll find that the low 
end will disappear if it's out of phase. 

What mic will you stick under 
there? 

Whatever I have on top. It doesn’t 
matter. 

What do you use for drum over¬ 
heads? 

For overheads I like to use something 
really hi-fi like an AKG 414. And lately I’ve 
been using the [Audio-Technica] 3041 — 
they’re just amazing. They’re too fat on 
the low end, but put in the low-end cut 
and they work great. 

Where do you position them? 
I’ll just position them until I find a good 

sound and I’m picking up the ride, with 
the crashes much louder than the ride 
cymbal. I’ll put the overheads fairly high 
up, at least a foot over the drummer's 
head. Sometimes I'll blend the overhead 
mies with the room mies and record them 
on the same track. In a small room, the 
room mies and the overhead mies could 
very well be one and the same. 

Will you filter out the lowest 
frequencies in the kick drum? 

It depends. Again, I'll find the octave 
of that sound and boost that to make it 
clear. Often, the bass drum might have 
a lot of 50 Hz, which you're not going to 
hear; in fact, it’ll wreck most speakers — 
it’ll rip a car speaker apart if you play with 
that frequency. So I’ll find the octave of 
it — which will be 100 or 200, and then 
the kick drum is fat and it’s clear. Then I’ll 

► continued on page I44 
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10:30 a.m. - 11:30 a.m. 
DVD-Audio: Where Have All The Titles Gone? 
Record company executives share their experiences on developing titles and 
discuss what's in the future for the format. 
Moderator: Christopher Walsh, Billboard magazine 
Panel: Nick Sahakian DVD-Audio Project Supervisor, Rhino/Warners; 
Brian Ackley. Director, Production, American Gramophone Records: 
Mike Hobson, President, Classic Records 

11:30 a.m. - 12:30 p.m. 
How Big Is The Surround Market? 
Panel discussion with representatives from consumer electronics and car audio 
and retail stores. Pians for marketing surround to consumers will be revealed. 
Moderator: Kerry Moyer, CEA 

12:30 p.m. - 1:30 p.m. 
Networking Lunch 

1:30 p.m. - 2:30 p.m. 
Residential Surround Environments 
Following surround sound from professional production through to design and 
installation. How does surround content translate as it makes its way from the 
professional who creates the product through the system until it reaches the 
consumer? This CEDIA-sponsored panel addresses the pitfalls and challenges in 
bringing a surround project to the ears of consumers at home. 
Moderator: Frederick Ampel, Technology Vision 

11:00 a.m. - 12:00 p.m. 
Multichannel Miking 
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Presenter: Bobby Owsinski, Surround Associates 
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Moderator: Ed Outwater, Industry Consultant 

2:30 p.m. - 3:30 p.m. 
Technical Tools 
Are the tools ready for professionals to go to work on new surround titles? This session 
looks at the state of readiness of mastering and authoring equipment, here and now. 

Presenter: Paul West, Universal Music Group 

3:30 p.m. - 4:30 p.m. 
Surround Workstation Tutorial 
An insider’s view on the technologies, including innovative hardware and software products 
being made available for professionals looking for surround sound tools 

Presenter: David Frangioni, Audio One 
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(Track A Continued) 

2:30 p.m. - 3:30 p.m. 
The Game Experience 
The age of surround gaming is quickly approaching as Playstation 2 continues 
its success and Microsoft readies the X-Box for release. This panel of game 

developer experts reveals the strengths of individual gaming platforms for the 
coming year. 

Moderator: Rob Hubbard, Electronic Arts 
Panel: Brian Schmidt, Audio, Microsoft XBox Team: Craig Duman, Sound 
Designer, Interplay 

3:30 p.m. - 4:30 p.m. 
Just What is MLP Anyway? 
DVD-Audio features new technologies and benefits for music lovers. One 
of the key technologies which makes the benefits of high resolution 96/24 
multichannel PCM streams possible is MLP (Meridian Lossless Packing). Dolby 

Laboratories’ G.M. of Multichannel Audio & Music Production, John Kellogg, will 
explain the history, functions, features and benefits of MLP, its role in the DVD-Audio 
format and how Meridian UK, the inventor of MLP, and Dolby Laboratories, work 
together to integrate MLP encoding and decoding into DVD-Audio. 
Presenter: John Kellogg, Dolby Laboratories 

4:30 p.m. - 5:30 p.m. 
What Do I Do With The Center? 
Perhaps more than any other single element of surround, the pioneers of this 

technology have argued over how to handle the center channel of a mix. This 

stellar panel of award winning mixers and producers reveals the secret to 
handling the center. 

Moderator: Murray Allen, Electronic Arts Vice President, Post Production, 
Testing & Technical Support 
Panel: Al Schmitt, Producer/Engineer: John Loose, Dolby: Dennis Sands, Film 
Maker: Ed Cherney, Producer/Engineer; Shawn Murphy, Film Sound Mixer 

Saturday 

10:00 a.m. Keynote 

TRACK A — WHITTIER ROOM TRACK B — RODEO ROOM 
10:30 a.m. - 11:30 a.m. 
Film Surround 
Mixing for 6.1,7.1 etc. The subtleties of mixing a seven or eight channel surround 
program for film is distinctly different from any other endeavor, not to mention 
these guys have been doing surround mixing longer than anybody else. Some of 
the world's great film sound mixers reveal their secrets. 

11:30 a.m. - 12:30 p.m. 
Detroit Driving Surround 
Major auto manufacturers are expected to drive growth in surround sound. This 
distinguished panel of Detroit’s major players, as well as the world’s most important 
aftermarket heavies, discuss how they plan to roll out surround to American car owners. 
Moderator: David Navone, Technical Director, Car Sound & 
Performance Magazine 
Panel: Jim Fosgate, Automotive Sound Designer 

12:30 p.m. - 1:30 p.m. 
Networking Lunch 

11:00 a.m. - 12:00 p.m. 
Recording Studio Design For The Future 
Surround recording is triggering a renaissance in recording studio design and even 
a rethinking of the recording space itself. As the live studio environment experiences 
an overhaul, this panel discussion will redefine the demand put upon the modern 
recording space. 
Moderator: Vincent van Haaff, Waterland Design 
Panel: Chris Pelonis, Designer; John Storyk, Walters-Storyk Design 

12:30 p.m. - 1:30 p.m. 
Networking Lunch 

1:30 p.m. - 2:30 p.m. 
Speaker Setup And Calibration 
The final word on this topic. After much confusion and disagreement over standards, this 
workshop reveals the do’s and don’ts of setting up a surround speaker configuration. 

Presenter: Bobby Owsinski, Surround Associates 

'program and times are subject to change. 
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FEATURING A WHO’S WHO 
LIST OF INDUSTRY EXPERTS 

Brian Ackley, American Gramophone 
Records 

Murray Allen, Electronic Arts 
Frederick Ampel, Technology Vision 
Ed Cherney, Producer/Engineer 
Joe Chiccarelli, Recording Academy, 
Producers & Engineers Wing 

Craig Duman, Interplay 
Jim Fosgate. Automotive Sound Designer 
David Frangioni, Audio One 
Michael Heiss, M. Heiss Consulting 
Garth Hemphill, American Conservatory 

Theater (ACT) San Francisco 
Mike Hobson, Classic Records 
Tomlinson Holman, TMH Labs 
Rob Hubbard, Electronic Arts 
Christian Hugener, Thomas Gregor 
Associates 

Naut Humon, Sound Traffic Control. 
San Francisco 

Tomlinson Holman 
TMH Labs 

Heiss 
Heiss Consulting 

2:30 p.m. - 3:30 p.m. 
The Live Experience 
Live Sound Goes Surround. Surround sound is not just for the movies and music 
studios. Live shows are embracing the technology as well. This case study unveils 
how the experts who set up live sound surround systems apply their knowledge. 
Moderator: Richard Zvonar. Level Control Systems 
Panel: Garth Hemphill, Resident Sound Designer of American Conservatory 
Theater (ACT) San Francisco; Naut Humon, Director of Sound Traffic Control, 
San Francisco; Christian Hugener, Thomas Gregor Associates; Peter Otto, 
Software Developer. U.C. San Diego 

John Kellogg, Dolby Laboratories 
John Loose. Dolby Laboratories 
Kerry Moyer. CEA 
Shawn Murphy, Film Sound Mixer 
David Navone, Car Sound & Performance 
Magazine 

Peter Otto, UC San Diego 
Ed Outwater, Industry Consultant 
Bobby Owsinski, Surround Associates 
Chris Pelonis, Designer 
Nick Sahakian, Rhino/Warners 
Dennis Sands, Film Mixer 
Brian Schmidt, Microsoft XBox Team 
Al Schmitt, Producer/Engineer 
John Storyk, Walters-Storyk Design 
Rich Tozzoli, Producer/Engineer 
Vincent van Haaff, Waterland Design 
Paul West, Universal Music Group 
Richard Zvonar. Level Control Systems 

and more to be announced! 

3:30 p.m. - 4:30 p.m. 
Surround In Sports 
One of the biggest engines driving the entertainment dollar, from television to movies 
to games, is the world of sports. It has also been at the forefront of experimentation in 
high definition and surround broadcasting. This session looks at how surround is 
gaining ground in this arena. 

4:30 p.m. - 5:30 p.m. 
The Recording Academy Sessions 
Creators of the Grammys, the Recording Academy's Producers and Engineers Wing, 
will offer expert sessions on actually recording and mixing music in surround. This 
hands-on session is a must see event! 

Presenter: Jee Chiccarelli, Recording Academy. Producers & Engineers Wing 

1:30 p.m. - 2:30 p.m. 
Technical Challenges For Residential Surround 
As the home theater market continues its growth curve, what are the technical 
challenges that are cropping up for the application of surround and how should 
they be addressed? CEDIA-sponsored panel. 
Moderator: Michael Heiss. M. Heiss Consulting 

2:30 p.m. - 3:30 p.m. 
Bass Management 
Technology visionary Tomlinson Holman peels away the layers of mystery surrounding 
this arcane art and uncovers the nuances of bass management. It can determine the 
success or failure of a music project. 

Presenter: Tomlinson Holman, TMH Labs 

John Loose John Storyk 
Dolby Walters-Storyk Design 



Surround 2001 Featured Tutorials 
Studer Professional Audio, Brighton Room 
Friday and Saturday 10:00 a.m. - 6:00 p.m. 
Studer will have a full working 5.1 mix environment featuring their new D950 

M2 Digital Mixing System. Attendees are invited to join the pros from Studer for 

presentations, as well as hands-on time. Studer will features its exclusive 

Virtual Surround Panning (VSP) which provides full room simulations directly 

from within the console, including early reflections, as well as reverberation. 

Multiple acoustic scenes can be set up, allowing creative options, and speed of 

operation unavailable in any other large format console. 

Digidesign, Wilshire Room 
Friday and Saturday, 1:30 p.m. 
Pro Tools 5.1 Surround Mixing! 
Check out the powerful new surround mixing, panning and processing features of Pro 

Tools 5.1 software. Witness the flexibility of Pro Tools signal routing. See a mixdown to 

multiple surround formats simultaneously. Watch integrated surround panning and 

multichannel plug-ins in action. 

Friday, 2:30 p.m., Saturday, 3:30 p.m. 
Surround Techniques in Pro Tools 
Instructor: Rich Tozzoli, R. Austin Productions, New York Rich Tozzoli, composer, 
sound designer and surround engineer (Al DIMeola, Joni Mitchell, Emerson Lake and 

Palmer, Foghat, Vernon Reid) demonstrates Pro Tools surround mixing technigues. 

Topics include surround recording techniques, repurposing recordings for surround, 

bass management, mixdown, software encoding. 

Friday and Saturday 10:00 a.m. - 6:00 p.m. 
Pro Tools 5.1 and Plug-Ins from Kind of Loud 
In addition to the above demos, you'll be able to see Pro Tools 5.1 throughout the 

show. We are also showing three surround plug-ins from Kind Of Loud Technologies: 

RealVerb 5.1, the first multichannel reverb plug-in for Pro Tools, Tweetie, a monitoring 

and calibration plug-in, and Woofie, a bass management plug-in. 

DENON, Roxbury Room 
Friday and Saturday 10:00 a.m. - 6:00 p.m. 
Presenters: David Birch-Jones, Marketing Manager, DENON: Jeff Talmadge, 
National Training Manager, DENON 

DENON, the leader in digital home theater audio, introduces the AVR-5800 — the world’s 

first AW component that features THX Surround EX, DTS Extended Surround Matrix 6.1, 
and DTS Extended Surround Discrete 6.1 decoding. Continuous demonstrations (at least 
5 each day) include consumer surround decoding format explanations, along with 
demonstrations using the latest music and movie surround clips, including DTS ES 

Discrete 6.1 surround sound clips. 

DTS, Santa Monica Room 
Friday and Saturday 10:00 a.m. - 6:00 p.m. 
Some of the world’s leading surround sound engineers/producers will be demonstrating 

their favorite 5.1 surround mixes in the DTS demo room. Mixes will be demonstrated by 

Chuck Ainlay, David Tickle, Alan Parsons, Robert Margouleff and Tommy Tallarico. 

Additional presenters will also be on hand. 

Dolby, Palm Room 
Friday, 11:00 a.m. and 2:00 p.m. 
Dolby E and Dolby Digital in Broadcast Production 
Instructors: Steve Venezia/Gary Epstein, Dolby Laboratories 

Dolby E is Dolby's new professional multichannel distribution coding system which is 

essential for 5.1 broadcast production for Digital TV and HDTV. This seminar will show the 

functions and benefits of Dolby E for multichannel soundtracks for television production 

and show how Dolby E works with Dolby Digital to create a complete multichannel 

solution for broadcasters. Also included is a demonstration of the Dolby DP571 encoder, 

DP572 decoder and the new DP570 multichannel audio tool. 

Saturday, 11:00 a.m. and 2:00 p.m. 
MLP and Dolby Digital Mastering for DVD 
Instructors: John Kellogg/Gene Radzik, Dolby Laboratories 
DVD-Audio production is ramping up as more music titles get into the pipeline. MLP (Meridian 

Lossless Packing) and Dolby Digital are two essential technologies used in the creation of a 

DVD-Audio music title. This seminar will demonstrate MLP encoding and show the benefits 

MLP offers for high resolution multichannel music PCM streams of any kind. Learn first hand 

how to create both MLP and Dolby Digital audio streams ready for authoring. This session is 

essential for anyone involved in producing or mastering DVD-Audio titles. 

AMEK, El Camino Room 
Friday and Saturday 10:00 a.m. - 6:00 p.m. 
AMEK will be demonstrating the new Media 51 Recording and Post Production Console 

throughout the show. Stop by their demo room for a hands-on demonstration. Hear for 

yourself the power and versatility of an analog console featuring Mr. Rupert Neve's 

pre-amps and EQ’s within a fully equipped surround mixing desk. Personally scheduled 

appointments are available. 

Sony, Oakhurst Room 
Friday and Saturday 10:00 a.m. - 6:00 p.m. 
Super Audio CD — Multichannel Sessions 
Sony and Philips will provide an update on the status of Super Audio CD (SACD) as 

it enters its second year in the market, including ongoing demonstrations of the latest 
multichannel hardware and software. In addition, key producers and recording engineers 

will share their experiences in working with this exciting new format. 

Conference Registration Form «Register by fax 516 767 1745 

(Copy this form for multiple registrants) * Re9ISter Onlin^ www.surroundpro.com 
• Register by phone: 516-944-5940 

• Register by mail: Surround 2001, 6 Manhasset Ave., Port Washington, NY 11050 

Last Name:_ First Name: _ 

Title:_Company:__ 

Street:___ 

City:_State:_Zip:_ 

Telephone:_Fax:_ 

E-mail:_____ 

Registration Fees: c 10+ registrants: $375 each; Limited one-day passes: $300 each 

□ Two-day conference pass: $495 c On-site registration: $550 

□ 3-5 registrants: $450 each; 5-10 registrants: $425 each c Technology Showcase ONLY: FREE! 

Payment: Enclosed is a check for $_for_registrant(s) 

Please bill my credit card for $_for_registrant(s) 

Please bill my credit card #:__ 

□ American Express □ MasterCard □ Visa 

Expiration Date:___ 

Cardholder’s Name: ---.---

Cardholder’s Signature:_____ 

HOTEL INFORMATION: A limited number of discount rooms are available for attendees. Contact the Beverly Hilton Hotel directly at 310-274-7777 and advise them 
that you will be attending the Surround 2001 Conference. 
PLEASE NOTE: Payment must be received before conference date to qualify for discounted rate. All on-site registrants will pay $550. Surround 2001 must receive notification of any 
cancellations. Cancellations received before Nov. 22, 2000 are subject to a 50% cancellation fee. (No cancellations after that date.) Substitutions can be made at any time. 

SPACE IS LIMITED! REGISTER TODAY ONLINE: WWW.SURROUNDPRO.COM 

surround 
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In last month’s installment of this surround sound 
primen we discussed basic gear require¬ 
ments. This month, we get technical, as we cov¬ 
er the topes of equipment interconnection, bass 
management, speaker placement and calibra¬ 
tion, oownmixing, and encode monitoring. Be 
sure to stay tuned to this space for next month's 
wrap-up, as we dissect the makings of a great 
surround sound mix 

THE SETUP 
The interconnections for a surround sound rig 
aren’t particularly comolicated if you keep in 
mind the main goal — to route signal freely 
to any or all of the six channels and to route 
each of the six channels to its own dedicat¬ 
ed track and loudspeaker. There is no set 
bussing scheme, but tne Dolby Digital stan¬ 
dard (also the SMPTE standard) is: 

Bus I = left front 
Bus B = right front 
Bus 3 = center 
Bus 4 = subwoofer (in film surround mixing, 
this is called the "LFE” channel, for “Low Fre¬ 
quency Effects’’) 
Bus 5 = left rear 
Bus 6 - right rear 

Just to make things complicated, the DTS 
bussing scheme (also used by the Yamaha 
02R) is different, as follows: 

Bus I = left front 
Bus B = right front 
Bus 3 = left rear 

Bus 4 = right rear 
Bus 5 = center 
Bus 6 = subwoofer 

It really doesn't matter which of these two bus as¬ 
signments you use — in fact, you can even make 
up one of your own — as long as you stick to it. 
Just be consistent and carefully label the resultant 
mixes so that the mastering engineer knows which 
track is meant to be routed to which channel. 

Once you’ve decided on your layout, the 
idea is to send line-level signal from each of the 
six busses to both the associated track on your 
mixdown recorder and to the power amplifier 
driving the equivalent speaker (or powered 
speaker). For example, the Bus 1 Out of your 
mixer needs to be connected to both the Track 
11n of your MDM or hard-disk recorder (what¬ 
ever you're using to hold the final surround mix) 
and to the left Tont speaker. 

There are several ways to accomplish this dual 
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Dolby Digital and DTS standards, respec¬ 
tively) are combined with the LFE channel in¬ 
put and routed to the subwoofer output, while 
frequencies above the crossover point are 
routed to the “full-range" speakers. There are 
standalone “bass manager” boxes that do 
this, but it can also sometimes be accom¬ 
plished within the mixer itself by circuitry in¬ 
side the subwoofer, or by an outboard signal 
processor or software plug-in (i.e., Kind Of 
Loud’s Woof ie). Both the Genelec subwoofers 
in my rig have this capability. I connect the 
front left, front right, center, and LFE bus out¬ 
put channels to a 1092 subwoofer (which is 
physically positioned behind and below the 

center speaker), and then connect the 1092’s 
front left, front right, and center channel out¬ 
puts to the corresponding 1029A’s. The bus 
outputs from the two rear channels are con¬ 
nected to a 1091 sub (which is positioned be¬ 
tween the rear speakers) and its left and right 
outputs are then connected to the two rear 
1029A's. With these connections made, sig¬ 
nal from the five main channels goes to a sub¬ 
woofer (along with the LFE channel) while sig¬ 
nal routed to bus 1 is sent to both track 1 of 
the ADATs (in the digital domain) as well as 
to the left front speaker (in the analog domain); 
signal routed to bus 2 simultaneously goes 
to track 2 and to the right front speaker, and 
so on. Trust me, it’s much harder to describe 
it than it is to do it! 

routing. One way is to use Y-cables, signal 
splitters, or patchbay mults to send the sig¬ 
nal from each bus to both the recorder and 
power amplifier. Alternatively, you can 
connect the bus solely to the recorder and 
then route the recorder’s outputs to the ap¬ 
propriate speakers (ia, Bus 1 Out to Track 
11n and Track 1 Out to the input of the first 
power amplifier). With the latter approach, 
you’ll have to set the recorder to monitor the 
input signal arriving at each of the six tracks 
while you’re mixing. 

An even better solution is provided by 
digital consoles that have a provision for ex¬ 
pansion cards. These cards allow a single 
bus out signal to be routed to multiple des¬ 
tinations. In my rig, the digital multitrack rout¬ 
ing is as follows: I made two-way lightpipe 
connections between the ADAT cards in my 
02R and my ADATs. This allows signal from 
the 24 tracks to be input to the 02R, and at 
the same time allows my surround mix to be 
sent back to the first six tracks of each ma¬ 
chine. I generally use two 16-bitADAT-XTs 
for source material and a newer ADAT-XT20 
to store a 20-bit surround mix, being care¬ 
ful to set the word length for busses 1-6 to 
20 bits at mixdown time. 

THE SURROUND MONITORING BUGABOO 
This makes, however, for an interesting 
dilemma: how to set the recording levels 
and monitoring levels independently. Most 
mixers — even those touted as supporting 
surround mixing — don’t have surround 
monitoring capability. To do so requires a 
dedicated six-way potentiometer, so that 
the level of all six channels can be adjust¬ 
ed simultaneously and separately from the 
bus send levels. There are a number of 

The incredible, OTP o«eleroted modular synthesis package 

What flexibility! What sound quality! It's o revelation 1 Hearing 

is believing Another great upgrade for any PC/Moc. 

BASS MANAGEMENT 
The line-level analog routing is slightly more 
complicated, because of an important prin¬ 
ciple called bass management (sometimes 
called “bass redirection”). Yes, I could sim¬ 
ply connect the bus 1-6 outs from the D/A 
card in my 02R to the five main nearfield 
monitors and a subwoofer, but that would 
mean that the subwoofer was only receiv¬ 
ing signal from the LFE channel, and that’s 
not a great solution for two reasons: one, 
since nearfield monitors typically only 
have limited bass response, you won't be 
able to hear any subsonic anomalies that 
may exist in those five tracks; and, two, 
that’s not the way most end users will listen 
to surround sound (most consumer re¬ 
ceivers take all low-end signal and send it 
to the subwoofer). Your job as engineer is 
to make sure that what you're delivering is 
technically correct, and that means that you 
need to be able to hear the full frequency 
range of all channels. The solution is to route 
low-frequency signal from all five channels 
as well as the LFE channel signal to your 
subwoofer(s), and that's what the term 
“bass management” means. 

A bass management system uses filters 
to ensure that frequencies below a crossover 
point (typically 120 Hz or 80 Hz — the 

With Luna, Elektra, Pulsar II and SCOPE /SP, CreamWare 

introduces a whole new family of highly advanced audio 

DSP cards. Whether you're looking for the ideal I/O 

solution, the most advanced software sampler, the best 
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innovative oudio software with your conventional studio 

equipment - we have it all. 
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timing specs Generous I/Os, o full selection of drivers end "zero 

latency ' digital mixing o great upgrade for ony PC/Mac. 
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the v2.0 software, the amazing DSP system 

just got even better. Latency free virtual 

synthesis at its best, sampling, mixing, 

effects - all combined in a uniquely flexible 

and powerful environment... j 
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Folio SX 
• 12 mono inputs with high quality 

UltraMic™ mic preamps 

• 4 stereo inputs 

• Professional 100mm 'long throw' faders 

• 3-band mid sweep EQ 

(with high pass filter) 

• 4-bus structure 

• 20 inputs to mix 

• 19" Rackmount option 

Folio Notepad 
• 4 mono mic/line inputs with 2 band EQ 

• 2 stereo inputs with turntable preamps 

• 2-track return for tape or DAT/CD 

• Separate monitor and mix outputs 

• EX send for outboard EX units 

• Optional mic stand adaptor 

Folio FXS 
• 8 mono inputs with high quality 

UltraMic™ mic preamps 

• 4 stereo inputs 

• Professional 100mm long throw' faders 

• Built-in programmable Lexicon effects unit 

• 3-band mid sweep EQ (with high pass filter) 

• 4-bus structure 

• 19" Rackmount option 

Folio Fl 
• 6 or 8 mono input versions with high quality 

UltraMic™ mic preamps 

• 4 stereo inputs 

• Professional 100mm 'long throw' faders 

• 3-band mid sweep EQ 

(with high pass filter) 

• Mono sum output 

• 19" Rackmount option 
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Folio FX 1 G 
• 16 mono inputs with high qualify 

UltraMic™ mic preamps 

• Professional 100mm'long throw' 

faders 

• Built-in programmable Lexicon 

effects unit 

• 3-band mid sweep EQ 

(with high pass filter) 

• 4-bus structure 

• 26 inputs to mix 

• 19" Rackmount option 

To discover why the Spirit Folio range is in 
a class of its own. visit your local Spirit by 
Soundcraft dealer and ask for us by name. 

Tel: + (0)1707 665000 (UK) 
Toll Free: 800 255 4363 (US) 

H A Harman International Company rackmount unit available with every console (USA only) 

The choice of countless musicians, venues and 
sound engineers, the Spirit Folio range is 
unique. Combining professional features 
and sound quality in a compact, rugged 
and stylish frame, there’s a Folio 
console perfect for any application. 

Every Folio console, except Notepad, 
features Soundcraft's acclaimed 
UltraMic'“ mic preamps, providing low 
noise with massive headroom. And 
every Spirit fader is 100mm long, 
providing the increased control that 
professionals demand. Of course, all 
Folios incorporate the classic 
Soundcraft EQ, delivering the warmth 
and punch you've been looking for but 
thought you couldn't afford. 

SPIRIT 
BY SOUNDCRAFT 

CIRCLE 50 ON FREE INFO CARD 
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third-party surround monitoring controllers 
available from manufacturers such as Mar-
tinSound, Audient, Otari, AudioTechnologies, 
and Baldwin Products, but these are aimed 
primarily at the high-end market and carry a 
hefty price tag. 

There are workaround solutions to this 
problem, although they may not be particu¬ 
larly elegant. On an analog eight-bus con¬ 
sole, for example, you could use the eight 
subgroups to feed the monitors — but you'll 
have to be very careful to balance each out¬ 
put’s level accurately. If you’re using a com¬ 
puter-based DAW with an audio interface that 
features multiple outputs that you can access 
independently, you could use its outputs to 
feed the speakers directly; you’ll have to con¬ 
trol volume from within your software as op¬ 
posed to with a physical knob. 

On a digital console such as an 02R, you 
could use your external aux sends. To set in¬ 
dependent monitoring levels assign the D/A 
card outputs 1-6 to aux sends 1-6 (instead 
of the default assignment of busses 1-6). Next, 
assign the tape returns from the target 

recorder (in my case, an ADAT-XT20) to the 
aux sends instead of the stereo or bus outs 
— track 1 to aux 1, track 2 to aux 2, etc. Fi¬ 
nally, group all six faders together for master 
volume control, and you’re in business. 

Other systems may provide different rout¬ 
ing possibilities; take a creative look at your 
rig. If all else fails, you can simply use the vol¬ 
ume controls on your power amps or self-
powered speakers to set monitoring levels. 

SPEAKER PLACEMENT AND CALIBRATION 
Needless to say, speaker placement for sur¬ 
round monitoring is important, though perhaps 
not quite as critical as some audiophiles would 
have you believe. Let’s deal with the five "main” 
(i.e., full-range or non-subwoofer) speakers first. 
The front three speakers should be placed in 
an arc, with the left and right speakers toed in 
at a 30-35° angle (finally, a use for that $1.98 
plastic protractor you were forced to buy in high 
school!). If possible, the rear speakers should 
be angled in as well. The accepted practice is 
to set them at about 110° relative to the front 
center speaker, but some surround mixers 

WEB LINK 
Web-surfers can find extensive infor¬ 
mation on surround sound at 
ruujui.dolbu.corn/diqital/, 
iuunn.dtsonline.com , muiuj.tmh labs.com. 
uiuJUJ.surroundassociates.CQm, and 
UJUJUJ. Robe rtMarqouleff, com . 

prefer them at a steeper angle for improved 
phantom imaging. Nashville mix engineer 
Chuck Ainlay, for example, favors an angle of 
145°, stating that “even at 120°, there’s no con¬ 
tinuity if you’re trying to create a phantom im¬ 
age between the left rear and the right rear.” 

Ideally, you want all five speakers to be at 
the same height (ear level is best), though, 
again, this is largely a matter of taste. “I like to 
have the tweeter blowing over my head a little 
bit," Ainlay comments, "and I don’t point the 
speakers dead center, either. If I'm setting up 
speakers for stereo, they're actually aimed be¬ 
hind and above my head somewhat, to open 
up the listening position and not make it quite 
so pinpointed, and also to account for my ears 
not being dead center in my head. So I do the 
same thing for the rear speakers—I point them 

Start REC 400 

'uumn 

Setting the Course in CD Technology! 
Headquarters: 800 646-8881 • Fax: 612 556-1620 

East Coast: 888 215-3966 • Fax: 610 495-5437 

WCROBOARDS 
Technology, Inc. 

While You Perform, 
So Do We! 

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 
Audio Professionals advanced hard disk editing tools, and the 
ability to ceate simultaneously up to four custom audio CD’s in 
a convenient rackmountable or desktop configuration. « * 

"Hear The Power 

StartREC 
CD-R Editor/Duplicator 
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• 3-band EQ on all 16 channels & 

master 3-band EQ 

• 99 mix scene memory 

• Two built-in digital multi-effects 

using acclaimed Fostex ASP 

technology 

16-Track Digital Power Tool 
Use Your Digital Power Tool To: 
Lay down Basic Tracks • Overdub Instruments and 
Vocals • Access Virtual Tracks for Multiple Takes 
Waveform Editing for Flawless Performances 
MIDI Lock-up to your favorite Sequencer or 
Keyboard • Mix everything and enjoy! Do all 
this on a high capacity hard drive with full 
16 bit CD quality recording/32 bit processing 

All for less than $1400.00 MSRP. 

Key Features 

• Full digital 16-track recording/playback 

• SCSI port as standard for backup 

• WAV file exchange 

• High Capacity Hard Drive included 

• Simultaneous 8-track recording 

(16 tracks when using ADAT™ optical) 

• Assignable channel compression & 

Master Compressor 

ujiiol mure ou yuu neeur 

Now isn’t that all you really need? 

iwwMex.com Fostex Corporation of America • 15431 Blackburn Avenue • Norwalk. CA 90650 • Tel: 562-921-1 112 « Fax: 562-802-1964 Fostex 
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PR0JËCT5T0D10 
Surround Sour» GREAT 

SOUND 
GREAT 
PRICE 
Really Great Mic PreAmps. 

MP-2: Jensen Xformer class-A discrete. 

MP-2X: Xformerless balancedthroughput 

Both are ultra-clean, ultra-low-noise, 

ultra-great value. 

fences' 
ELECTRONICS 

Ó51-455-134Ó www.givatriverelectronjcs.com 
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of Recording 
Arts & Sciences 
1.800.562.6383 

All students train, hands-on, in cutting edge 48-
track Analog/ Digital Recording Studios that 
feature: 
• SSL • Studer • Otari • Neumann 
• Amck • Neotek • I xxicon • Hailer 

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, 
and SIA to certify students in the use of their 

RH J ■ 
2300 East Broadway Road 
Tempe. Arizona 85282 

www.audiorecordingschool.com 

somewhat in front of and above my head.” 
Each of the five speakers should be at 

an equal distance from your normal mixing 
position, though, if this isn't possible, you 
can compensate by making distant speak¬ 
ers slightly louder (by turning up their pow¬ 
er amp) and/or by slightly delaying the sig¬ 
nal arriving at closer speakers. The basic 
rule of thumb for this delay is about one mil¬ 
lisecond — that’s one thousandth of a sec¬ 
ond — per foot. This means that if your rear 
speakers are six feet away and your front 
speakers are four feet away, you should de¬ 
lay the signal to the three front speakers by 
about two milliseconds. This is easily ac¬ 
complished in most digital mixers or 
MDMs, where individual channels or tracks 
can be delayed precisely. 

In practice, I’ve found that slight dis¬ 
tance variations like this are virtually im¬ 
perceptible. In general, as long as all five 
main speakers are close to equidistant from 
the mix position, you’re not going to have 
any problems. The vagaries of my project 
studio dictate that my rear speakers are 
about three feet further away than my front 
speakers and slightly off-center as well. By 
simply making them a little bit louder than 
the front speakers, I’m able to achieve a 
good listening balance without having to 
delay the front speaker signals at all. 

You can set the relative levels of the five 
main speakers with a reasonable degree 
of accuracy with the use of an inexpensive 
Radio Shack SPL meter. Simply position it 
at the mix position, set it to C-weighting 
(slow response), and feed a noise source 
into one speaker at a time, setting its pow¬ 
er amp so that the SPL meter reads the 
same level (85 dB SPL is the film standard 
listening level) for each. 

FUN AND GAMES WITH SUBWOOFERS 
Subwoofer placement and level calibration 
is a bit trickier. As Bob Margouleff observes, 
“The low-frequency information needs to fill 
the room. It's like liquid; it fills the space and 
oozes everywhere, so you want to make 
sure the subwoofer is placed where the 
room itself helps support the resonant qual¬ 
ity of the low end.” Margouleff has devised 
a unique technique for doing so. “I start by 
identifying the sweetest spot in the room. 
Then I take the subwoofer and I put it right 
in the middle of the sweet spot. I put pink 
noise or an 80-cycle sine wave through it, 
and then I walk around the edge of the room 
until I hear where the subwoofer sounds 
loudest. That's the best spot for the sub.” 

If you're using two subwoofers, Mar¬ 
gouleff cautions against facing them toward 
each other (a “sure way" to induce phase 
cancellation problems, he tells us). “In a 
modest space, you can place two subs 
right next to each other; if you're in a big¬ 
ger space, they can be on different walls 
at the edges of the room. You want to get 
the bass energy as dispersed as possible, 
but I don’t believe in firing them into the wall 
or floor, since, in pop music, they're pro¬ 
viding considerable low-frequency musical 
information and not just rumble.” 

One of the most important factors in cal¬ 
ibrating the subwoofer level is its acoustic 
phase alignment at the crossover point; in¬ 
correct alignment can cause a drop in the 
frequency response of the whole system at 
the crossover point. Some subwoofers of¬ 
fer a built-in phase matching control that al¬ 
lows adjustment in precise steps. If yours 
does, feed in a sine wave at the crossover 
frequency and adjust it to the point where 
the sound is loudest at the mix position. If 
your subwoofer does not have such a con¬ 
trol, try repositioning the speaker until the 
signal is loudest at the mix position. While 
there is no industry standard as yet, experts 
such as Tomlinson Holman recommend 
that the subwoofer provide 10 dB more 
headroom than the main speakers. This 
can be accomplished by setting its level so 
that it delivers approximately 4 dB SPL 
above the chosen reference level when 
playing back band-limited pink noise 
(low-pass filtered at 120 Hz). If you calibrate 
your full-range speakers to deliver 85 dB 
SPL at the mix position, the subwoofer 
should be set to deliver 89 dB SPL. 

A number of surround sound speaker 
calibration tools are starting to find their way 
to market, including TMH Corporation’s 
DTRS-format multichannel test tapes and 
Kind Of Loud’s Tweetie Pro Tools plug-in. 

DOWNMIXING AND ENCODE MONITORING 
Downmixing is one of the most dreaded 
words to the discriminating surround 
sound engineer. It describes a process by 
which the 5.1 mix is automatically reduced 
(“folded down") to stereo or even mono un¬ 
der the control of unseeing, unfeeling cir¬ 
cuitry that has no sense of aesthetics or 
taste. Truth be told, no professional real¬ 
ly trusts downmixing. Despite the fact that 
the DVD-Audio spec provides for some¬ 
thing called SMART (System Managed 
Audio Resource Technique) Content, 

► continued on page I42 
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Austrian brilliance 

What all studio 

The new C2000B side address condenser micro-

ha Harman International Company 

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. 

AKG Acoustics, U.S. 1449 Donelson Pike Nashville. TN 37217 Phone:(615)360-0499 
Fax: (615) 360-0275 E-mail: akgusa@harman.com www.akg-acoustics.com 
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THERE IS A MYTH IN THE RECORD INDUSTRY 
THAT APPLYING ‘RADIO-STYLE’ PROCESSING TO CDS 
IN MASTERING WILL CAUSE THEM TO BE LOUDER OR 

WILL REDUCE THE AUDIBLE EFFECTS OF ON-AIR 
PROCESSING. IN FACT, THE OPPOSITE IS TRUE: 

THESE CDS WILL NOT BE LOUDER ON AIR, BUT THEY 
WILL BE AUDIBLY DISTORTED AND UNPLEASANT 
TO LISTEN TO, LACKING PUNCH AND CLARITY. WE 
HOPE THAT THE RECORD INDUSTRY WILL COME TO 
ITS SENSES WHEN IT HEARS THE CONSEQUENCES 

OF THESE PRACTICES ON THE AIR. 
-FROM THE MANUAL OF THE ORBAN OPTIMOO-FM 

8400 BROADCAST AUDIO PROCESSOR. 

BY ALLEN WHITMAN 
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In June of 2000, a San Francisco-based engineer and mem¬ 
ber of the online Mastering Web Board (MWB) community 
seized upon the idea of comparing various masterings of the 
same mix as a way of answering the question: “How loud is 
too loud?" The result is the “What Is Hot?" CD. Tardón Feath¬ 
ered (he swears it’s his real name), owner of Mr. Toad's 
Recording, had been mastering since 1995. He felt he had 
the tools to master a CD to just about any volume, but want¬ 
ed to know, empirically, at what level he should master. When¬ 
ever the question of overall level was discussed online, it be¬ 
came clear that it was impossible to directly translate the 
instructions to the music. Since many members of the MWB 
gave him slightly different answers, Feathered decided it was 
time to apply some practical science to the opinions. 

Mr. Feathered suggested to members of the MWB that they 
approach a definitive answer through a comparison: Have each 
engineer master the same song and then examine the results. 
It was such a simple, elegant idea that you could almost hear 
a collective online “Doh!” Twenty mastering engineers from 
around the globe (four continents and three islands) agreed 

monitoring levels produce good-sounding, uniform results. 
Eadh master on the “What Is Hot?" project CD received 

constructive comments. Mr. Katz mentions he received "valu¬ 
able feedback from other mastering engineers on the tonal 
balance of my master. Every time I get feedback from pro¬ 
fessionals on my work, it helps me to do even better. I look 
for criticism, I thrive on it.” 

ONE THREAD LEADS TO ANOTHSf. .. 
Typical of research projects with a simple stated goal but a large 
number of variables, the tightly focused CD volume issue 
evolved into a much wider discussion of subtle aesthetic tech¬ 
niques. Professional mastering engineers with decades of ex¬ 
perience working in high-profile, well-equipped mastering hous¬ 
es shared thoughts and discussion with students using simple 
DAW-based setups. Enthusiastic conversations about propri¬ 
etary processors, new techniques, and some rather radical son¬ 
ic approaches (one contributor nearly made the mix mono¬ 
phonic) grew in many different directions. Yves Zimelman, a 
Brazilian mastering engineer, said: “This single experiment will 

to participate anony¬ 
mously in the wholly in¬ 
dependent, non-corpo-
rate-allied “What Is 
Hot?” project. Feath¬ 
ered chose a 24-bit 
mix of modern rock 
music, burned it to 
twenty CDs, and mailed 
them to the participants. 
When the masters were 
returned to him in San 
Francisco, they were 
laid out in order of vol¬ 
ume, quietest to loud¬ 
est, compiled onto 
more CDs, and mailed 
back to the original par¬ 
ticipants (and any other 
interested MWB mem¬ 
bers) for comparison 
and analysis. 

By the end of sum¬ 
mer, the discs had 
been analyzed and dis¬ 
cussed, and the con¬ 
clusions turned out to Tardón Feathered: The man behind the mastering comparison compilation CD. 

be remarkably consis- -
tent. Engineers who had submitted hotter masters were able 
to appreciate the dynamic and tonal qualities of versions that 
didn’t compromise dynamics for the sake of volume. Feath¬ 
ered admits he fell into this category. Like so many other in¬ 
dependent studio owners looking to keep his clients in this age 
of DI Y boxes, he had felt pressure to make masters with an “ex¬ 
tra bit" of gain, thus assuring clients wouldn’t feel that volume 
was an issue when comparing to current mega-compressed 
major-label releases. Armed with proof drawn from this pro¬ 
ject, Tardón says he feels “considerably more at ease ex¬ 
plaining to a client why a master shouldn’t be any louder than 
necessary to translate well to all mediums, especially radio." 

Digital Domain’s Bob Katz (www.diqido.com ) de¬ 
scribes his take on the results: “I learned that my mastering 
approach falls in the middle between the hottest/most 
squashed and the lowest ‘unpunchy’ CDs — exactly where 
I want to be. It strongly reinforces my point that standardized 

advance me several years in the art of premastering.” 
The “What Is Hot?" project was taken one step further 

by Robert Orbam (designer of the industry-leading Orban 
FM broadcast audio processors; www.orban.com) Mr. 
Orban, upon receiving a copy of the project, ran the CD 
through his company’s Optimod-FM 8400 processor to il¬ 
lustrate how each master would sound when broadcast over 
the airwaves. The results were clear: Only the moderately 
volumed masters retained any sense of clarity, punch, and 
definition. The louder masters all suffered serious dynam¬ 
ic inversion (where severely limited, emphasized, and com¬ 
pressed audio is inverted so that loud parts are soft and 
soft parts are loud) as well as offensive clipping artifacts. 

TOO HOT? 
Because of the subjective nature of sound, it's impossible 
to draw absolutes from any piece of audio — everyone has 
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$89.95 
MSRP 

The Marshall 
Electronics 
FOX is a uni¬ 
directional 
dynamic 
microphone 
designed for 
professional 
vocal use in 
live performance, sound reinforce¬ 
ment, and studio recording. The 
FOX has a warm classic sound 
that will enhance any perform¬ 
ance. 

Marshall Electronics 
www.MXLmics.com 

1-800-800-6608 

For a Limited Time get a 
Promo Pac at your local MXL 
Dealer at an unbelievable 

introductory price. 

MXL Fox 
Dynamic Microphone 

Model 1000 
Condenser Microphone 

Iff 
W i >$199.95 1 I Ä MSRP 

(2) MXL 1000 
(1) MXL Fox 

The 1000 is a /\ 
true, phantom I 
powered, con- \ / 
denser micro- I I $99.95 
phone with a 6 I ® MSRP 
micron, 20 
mm. gold-sput- I 
tered I I 
diaphragm. 
The MXL1000 has a high quality 
FET preamp and its output is bal¬ 
anced. Its newly developed, 3-
stage, pop filter makes the 
MXL1000 also perfect for on 
stage work. An excellent alterna¬ 
tive to dynamic microphones in 
applications where capturing 
musical nuances is critical. 
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HOT? 
If you’re interested in evaluating "What Is Hot?” for yourself, go to 
http//ujebbd.nls.net/"mastering, enter as a guest, and select the 
conference called "Red Hot/Chilly Papas.’’ Look for a topic entitled 
"Welcome EQ Readers.” It mill provide an overview of the MWB with links 
to various discussions that grew from the project. It will also detail infor¬ 
mation on obtaining your own copy of the "What Is HotP” project CD. 

slightly different ears. Even seemingly obvious factors such as clar¬ 
ity and definition can be difficult to demonstrate. Still, the “What Is Hot?” 
project achieved its stated goal and now seeks to offer the results to 
an industry that could obviously benefit from them. Says Tardón Feath¬ 
ered: “It was good to see this project be of interest to so many peo¬ 
ple. Discussions of many different subjects related to the masters on 
the disc.. .were beyond my original conception of the project. I got into 
this business for the love of music, and this information will help me 
continue to work with the best interests of the music in mind.” 

The quest to understand exactly how audio should be mastered 
has led to many impassioned conversations on the MWB. As far as 
volume goes, based on the results of the “What Is Hot?” project, the 
answer seems obvious: Just because the tools are available to make 
a CD loud doesn’t mean that a CD should be made that loud. The in¬ 
dustry-borne myth that “hotter is better” leads to a domino effect of 
other problems, including those resulting from the application of FM 
processing at the radio station and listeners’ experiences with the re¬ 
sulting compression, limiting, and inevitable clipping. It's clear that, 
as far as mastering goes, too loud is just that: too loud. ■ 

AN ONLINE COMMUNITY 
The “What Is Hot” project evolved in the online community known as 
the Mastering Web Board (http://webbd.nls.net/~mastering) . an in¬ 
formal gathering of mastering engineers discussing issues from tech¬ 

nical to aesthetic. 
The Mastering Web Board (MWB) began its existence as the 

e-mail-based Mastering Mail List hosted by Clete Baker's Stu¬ 
dio B in Omaha, Nebraska. Now hosted on the Internet by 
Glenn Meadows of Masterfonics (www.masterfonics.com) in 

Nashville, TN, the MWB’s contributors share useful and rele¬ 

vant information ranging from classic techniques to this morn¬ 
ing's software bug. MWB contributor Bob Katz says: “The dia¬ 
log between professional mastering engineers, musicians, and 

recording engineers on the Web board is absolutely essential to 
anyone wanting to keep up with events and technology.” 

The only professed goal of the group is “Education, Educa¬ 
tion, Education," and with hundreds of individual discussion 
threads, there’s hardly a subject that isn’t addressed. One such 
thread was about the effects of FM radio processing on current 
mega-loud CDs. “We recently have had legendary design engi¬ 

neer Bob Orban become an active participant,” points out Mr. 
Meadows. “His posts have been very enlightening in regard to 

how sophisticated FM radio processing has become. I’ve used 

that information to start ‘enlightening’ my clients as to why they 
don’t need to overly compress/limit/EQ their masters.” 
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Now Orville Has A Family 
Eventide Orville Harmonizer 

■¡SEB 

Introducing Eve/Net -
The Eve/Net™ Network Remote Control System provides flexible, total 
remote control for the Orville™ Harmonizer® processor family - without 
the overcomplications and high costs of other multi-channel effects 
processor controllers. And perhaps best of all, there's no steep learning 
curve. Any Eventide Orville or t>SP-series user will be instantly comfort¬ 
able with the Eve/Net remote. The Eve/Net system links one or more 
Eve/Net remote controllers with multiple Orville or DSP7000/7500 
processors in any combination. 

Introducing Orville/R -
Face it. If there's an Eve/Net remote sitting conveniently on your console, 
or if perhaps you've installed multiple Orville processors in a central 
machine room, you may never use the Orville's own front panel controls. 
So why pay for them? Eventide's new "no faceplate controls" Orville/R 
model has all the capabilities of the standard Orville, but is designed for 
use exclusively with Eve/Net. Remember, Eve/Net can control up multiple 
Orville units, so you can mix and match standard Orville and Orville/R 
processors. You can pay many $1000s more for a competitor's multi¬ 
channel processor system and still not equal the versatility, quality and 
ease-of-use of Eventide's Orville system. 

One Alsan Way, Little Ferry NJ 07643 / www.eventide.com 
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Introducing the DSP7000 -
Eventide hasn't forgotten that when it comes to music, it's still very much a 
stereo world. We're proud to introduce the ÙSP7000 Ultra-Harmonizer® 
Stereo Effects Processor. The DSP7000 is a major upgrade of Eventide's 
legendary DSP4000-series, featuring up to four times the processing power 
for higher effects density and superior audio performance. 24-bit conversion 
at 96kHz of course The new DSP7000 offers extensive programmability 
and remote capabilities. It features hundreds of exciting preset programs 
including your favorites from the ÖSP4000 line, and it's even easier to use 
than the DSP4000. The DSP7000 line is fully compatible with the Eve/Net 
remote system. 

Introducing the 0SP7500 -
A long-standing Eventide tradition is our "500" model series. The "500" 
models offer all the standard Ultra-Harmonizer processor features and then 
some, and are priced to be exceptional values. The new DSP7500 Stereo 
Ultra-Harmonizer® Effects Processor upholds that tradition beautifully. 
It's a DSP7000 to-the-max, featuring hundreds of additional presets 
especially useful in post-production and broadcast applications, plus a 174 
second (mono) / 87 second (stereo) sampler with special preset programs 
which make it one of the most versatile samplers you've ever used. From 
superb time compression and expansion to auto-replacement of snare and kick 
drum tracks, you'll never run out of ways to use the extra capabilities of the 
ÙSP7500 processor. 

Eventide* 
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Media P 

incorporates the company's ASIO and VST technologies, Nuendo 
offers an impressive complement of features: 200 audio tracks, un¬ 
limited MIDI tracks, a full-featured mixer, DirectX and VST plug-in 
support, comprehensive automation, endless editing and pro¬ 
cessing options, and built-in surround mixing and video support. 

But is it good enough to attract users already invested in a com¬ 
petitor's product? Can it pull in new users? Let’s take a tour of the 
program and find out.... 

Engineers, producers, 
and musicians tend to be 
fiercely loyal to their audio 
production software — 
just visit an online audio 
forum, post a question 
about the relative merits of 
two programs, and sit 
back and watch the 
flames fly. For even more 
fun, post a question ask¬ 
ing for comparisons of 
proprietary hardware¬ 
based packages versus 
native programs. 

Into this arena bravely 
steps Steinberg, with a 
new offering aimed at au¬ 
dio production profes¬ 
sionals — a market some 
would say is already dom¬ 
inated by strong com¬ 
petitors such as 
Digidesign and few oth¬ 
ers. The new package, 
dubbed Nuendo, is na¬ 
tive; that is; it runs on a 
host PC and doesn’t re¬ 
quire proprietary dedi¬ 
cated DSP or audio I/O 
hardware. 

Steinberg comes to 
Nuendo with a strong 
pedigree in audio soft¬ 
ware; their Cubase VST 
line of digital audio se¬ 
quencers has a tremen¬ 
dous following worldwide. 
Based on new code that 

STEINBERG’S NUENDO 
CHALLENGES THE FRONT-RUNNERS 
IN AUDIO PRODUCTION SOFTWARE 

ED FREE LIT. #: 1 10 

STGINBGRG NUGNDO 
MANUFACTURER: Steinberg. 21354 Nordhoff St. #110, Chatsworth, CA 91311. Tel: 
318-678-5100 Web www.steinberg.netwww.nuendo.com_ 
NUMMARY: A multi-faceted powerhouse capable of serving a variety of audio pro-
duction applications: stereo, surround, video, multimedia, and more._ 
STRENGTHS: Many productivity-enhancing features. Undo/Redo history. Most edits 
and processing can be done while audio plays back. Plenty of tracks. Object-
oriented design. Surround mixing support. Built-in four-band EQ per mixer 
channel (with presets and reset). Group channels. Multiple plug-in windows 
can be opened simultaneously. Excellent automa’ion features. CPU-efficient 
VST and DirectX plug-in support. Configurable, comprehensive key com¬ 
mands. Configurable VST Master Setups. Zero Latency Monitoring (with com¬ 
patible hardware). Video track with thumbnails. Easy learning curve. Cubase 
song import. Good manuals/documentation. _ 
WEAKNESSES: No MIDI notation or drum editing. No surround-capable plug-ins ir-
cluded (except Panner and Pro Logic matrix encode/decode). User interface 
can get clutte-ed. Dongle-based copy protection. Can’t overlay automation 
display on waveforms. Cubase song import doesn’t include mixer, effects, or 
automation settings. Undo/Redo history doesn't include mixer moves (except 
automation edits)._ 
SŸSÏEnÊûôrRÊW5r266 MHz Pentium II or faster, Windows 98/2000/NT 4. 128 MB 
or more RAM, compatible audio hardware, “wheeT mouse recommendec. 

COPY PROTECTION: Hardware dongle (parallel port) 

VERSION REVIEWED: 1.02 
TEST SYSTEM: 733 MHz Pentium III, 256 MB RAM. internal 40 GB IDE/ATA hard dri-
ve; Windows 2000, Nuendo 96/52 PCI audio care, Nuendo 8*1/0 eight-charnel 
A/D/A convener, Emagic Unitor 8 mkll MIDI interface, Yamaha 01V as control 
surface, various audio and MIDI gear,_ 

PRICE: $1,299 ——-~~~~~ZZZZZZZ 
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NU6 BS ion System] 

ASIRE I: DOUBLE-CLICKING A MIDI TRACK OPENS UP NUENDO'S MIDI EDITOR 

WINDOW. WHILE THE PROGRAM DOESN'T OFFER ANYWHERE NEAR THE MIDI CA¬ 

PABILITY THAT ITS SIBLING CUBASE DOES, THERE'S ENOUGH POWER FOR MANY 

PRODUCTION TASKS. BASIC QUANTIZATION IS PROVIDED, WITH SWING. THE STRIP 

CHART AT THE BOTTOM OF THE WINDOW CAN BE SWITCHED TO DISPLAY MIDI 

CONTROLLERS, VELOCITY, AND SO ON. USING THE PENCIL OR LINE TOOLS, YOU 

CAN DRAW IN AND/OR EDIT PITCHBEND, MIDI VOLUME, OH OTHER CONTINUOUS 

CONTROLLER DATA. 

IF YOU HAVE THE INFO LINE TURNED ON (AS IT IS HERE) AND SELECT A NOTE. 

A NUMBER OF PARAMETERS ARE DISPLAYED AND CAN BE TEXT-EDITED, INCLUDING 

START TIME, NOTE LENGTH. PITCH, VELOCITY, ANO MIDI CHANNEL. 

Installation and 
Setup 
Nuendo installed on 
my PC without a 
hitch. The program 
uses a parallel port 
dongle for copy pro¬ 
tection, which can 
be a hassle if you 
work on multiple 
computers (such as 
a laptop and a 
desktop). 

In most cases, 
you’ll be able to dive 
right in and start 
working; the pro¬ 
gram defaults to a 
usable state. How¬ 
ever, you’re given 

plenty of opportunity to customize Nuendo's operation 
if you so desire. Especially nice are the flexible Mas¬ 
ter Setups that tell Nuendo about your studio monitors 
and their placement. These allow for easy switching 
between stereo and up to eight-channel surround pro¬ 
duction environments with a simple click of the mouse. 

One final setup note: Steinberg recommends a 
"wheeled” mouse as a nice accessory. I heartily con¬ 
cur; the wheel can be used to quickly edit parameters 
and to scroll and move about the Project window. 

User Interface 
If you’re familiar with Cubase VST, then Nuendo will 
be a piece of cake for you to operate. Regardless, Nu¬ 
endo is very easy to learn and to get around in. I rarely 
needed the manual, but when I did, the information 
I needed was there. 

But please read the manual: There are just about al¬ 
ways several ways to accomplish any given task — in-

THE MAIN WORKSPACE IN NUENDO IS THE PROJECT WINDOW. MUCH OF YOUR 

TIME WILL BE SPENT HERE EDITING TRACKS AND MAKING CHANGES TO THE 

SONG ARRANGEMENT. THE PROJECT WINDOW CAN CONTAIN AUDIO, MIDI, GROUP, 

VIDEO, AND MIXER AND PLUG-IN AUTOMATION TRACKS. EACH ITEM ON A TRACK 

EXISTS AS AN INDEPENDENT 'OBJECT.- AND CAN BE EDITED AND PROCESSED 

SEPARATELY FROM THE OTHER ITEMS IN THE TRACK. YOU CAN ALSO GROUP 

TOGETHER VARIOUS OBJECTS IN THE TRACK (OR ACROSS MULTIPLE TRACKS) 

AND TREAT THEM AS A SINGLE OBJECT. MDLTIPLE PROJECTS CAN BE OPEN AT 

ONCE, AND YOU CAN DRAG AND DROP BETWEEN THEM. YOU CAN EVEN HAVE 

PROJECTS WITH DIFFERENT RESOLUTIONS AND SAMPLE RATES OPEN AT THE 

SAME TIME. 

eluding an easy way 
you can usually find 
without cracking the 
manual. But if you do 
dig into the manual, 
you'll likely find some 
alternatives (or easi¬ 
er ways to do 
things), each of 
which may or may 
not have specific 
cool extras associat¬ 
ed with it. One ex¬ 
ample: As you’d ex¬ 
pect, you can use 
the mouse to select 
a range on a track. 
But if you position the 
cursor over the start 
or end of the range, 
it turns to a double¬ 

headed arrow, which you can use to extend or short¬ 
en the selection. Very nice, and more flexible than the 
old standard “hold Shift, and click to extend the range” 
standard (which also works, by the way). 

As with Cubase, Nuendo is very “window-centric" — 
broken up into lots of windows. You can store and re¬ 
call screen sets, and the main windows can be opened 
and closed via key commands, but open windows and 
clutter can still pile up quickly. In any case, you’ll defi¬ 
nitely want a large monitor. 

Right-mouse click brings up menu of cursor tools 
(split, erase, select, etc.), as well as a menu of com¬ 
monly used editing commands that’s context-sensitive 
to whatever window you happen to be working in. 

Another nice feature: You can mute individual objects 
without muting the rest of a track; this is great for trying 
out different arrangement ideas and for comping tracks. 

FIGURE 2: NUENDO'S VST MIXER PROVIDES A CONDENSED VIEW OF ALL THE MIXER CHANNELS. AS WELL AS BUT¬ 

TONS FOR OPENING THE CHANNEL SETTINGS WINDOW. THE NINE CHANNELS ON THE LEFT ARE SET UP FOR SUR¬ 

ROUND PANNING, THE SEVEN ON THE RIGHT ARE CONFIGURED FOR REGULAR STEREO PANNING AND FEED JUST 

THE FRONT LEFT/RI6HT SPEAKERS IN A 5.1 SURROUND SETUP. ON THE FAR RIGHT ARE THE SIX OUTPUT METERS 

FOR THE 5.1 SYSTEM. A5 WELL AS THE MASTER FADER, WHICH IN THIS CA5E CONTROLS ALL SIX OUTPUTS. THE 

OUTPUT METERS ANO MASTER FADER CAN BE HIDDEN IF YOU DESIRE. 

NOTE THAT. IN THE MIXER, THE PAN AND LEVEL READOUTS SHARE THE SAME DISPLAY HaO, WHICH 

SWITCHES TO THE ACTIVE PARAMETER WHEN YOU MOVE ONE SLIDER OR THE OTHER. 

Nicest of all is that you’ll rarely need to stop play¬ 
back. Almost everything in Nuendo can take place in 
real time, while audio is playing. 

Tracking And Audio 
You can get audio into Nuendo in one of two ways. By 
importing it, in which case a number of file formats are 
supported, or by recording it through your audio interface. 

Recording audio is very easy; enable the appro¬ 
priate VST input, arm the track, and hit record. Sev¬ 
eral audio monitoring modes are provided (such as 
“tape machine style”) or you can hit a button to “force" 
monitoring. If your hardware supports it, Nuendo’s 
ASIO engine provides Zero Latency Hardware Mon¬ 
itoring, which works very well for eliminating latency 
issues while tracking. 

Recorded audio exists in a multi-layered hierarchy: 
Audio Files are the actual disk data. Audio Clips ref¬ 
erence the Audio File, while Audio Events play back 
the audio clip. This seemingly complex arrangement 
(it’s transparent to the user in practice) allows for a 
variety of benefits. Because Nuendo is “object-ori¬ 
ented,” each clip exists independently and can be 
edited and processed; similarly, audio events allow 
for flexible playback and arrangement manipulations. 

Audio Events can be combined into Parts, or Events 
can be grouped — even if they're on separate tracks. 



NUeNDO 8 I/O 

THE BASIC AUDIO BLOCK IS THE CLIP; SIMILAR TO THE "REGIONS" 

FOUND IN SOME OTHER PROGRAMS. DUE TO NUENDO'S OBJECT-

ORIENTED APPROACH, YOU CAN DO A VARIETY OF THINGS TO A 

ttlP. SUCH AS APPLY A PLUG IN OR OTHER AUDIO PROCESS DI¬ 

RECTLY TO IT WITHOUT AFFECTING ANYTHING ELSE ON THE TRACK. 

ONE OF THE NICEST THINGS ABOUT NUENDO IS HOW IT HAN¬ 

DLES TRIMMING CLIP START ANO END POINTS AND FADES. SIMPLY 

SELECT THE CLIP; FOUR HANDLES APPEAR IN THE CORNERS OF THE 

CLIP. THE LOWER TWO CONTROL THE START AND END POINTS; THE 

UPPER LEET HANDLE IS FADE IN, UPPER RIGHT 15 FADE OUT. EDIT¬ 

ING IS A5 SIMPLE AS GRABBING A HANDLE WITH THE MOUSE. THIS 

CAN BE DONE IN REAL TIME, EVEN WHILE AUDIO IS PLAYING. 

There’s a “piano-roll" style MIDI editing window (see fig. 
1), but no drum editor or notation. There is MIDI event 
list-style editing available in the Project Browser window. 

The MIDI features in Nuendo will be enough for many 
applications, but for serious composition and arranging, 
you’ll want to use a power sequencer — such as Nu-
endo’s sibling Cubase — then import the tracks into your 
Nuendo project. If you do choose to use Cubase, you 
can import song files directly into Nuendo. This worked 
well for me, however, the import process ignores mixer 
and effects settings as well as any mixer automation data. 
It would be nice if this data was also included. Howev¬ 
er, all of the audio and MIDI data in the song will trans¬ 
fer over just fine, which is the main concern. 

Steinberg’s Nuendo 8 I/O is an eight-channel single-rackspace 
A/D and D/A converter offering 24-bit resolution at 44.1 or 48 kHz 
sample rates. ADAT lightoipe and TASCAM TDIF (on a 25-pin D-
sub connector — you’ll need a breakout cable) digital I/O is pro¬ 
vided. On the analog side, the Nuendo 8 I/O has eight balanced 
1/4-inch inputs and outputs, as well as two 25-pin D-sub connec¬ 
tors. The analog ins can be set to reference +4 dBu, -10 dBV, or 
“Lo Gain” (no reference spec is given, except for “+19 dBu head¬ 
room.”) Likewise, the analog outs can reference +4 dBu, -10 dBV, 
or “Hi Gain” (again, no reference spec is given, except for “+19 
dBu headroom”). Word clock in and out (on BNC’s) completes the 
“main” I/O complement 

Beyond this, the Nuendo 8 I/O’s back panel includes three more 
connectors comprising ADAT and TDIF Aux in and out. These 
connectors a-e used for the unit’s three special functions: Bit Split, 
which allows 24-bit aud'O data to be sent to two 16-bit recorders. 
Combine, which is the reverse of Bit Split, and Copy, which turns 
the unit into a format converter, digital patchbay, and digital signal 
distribution box. In Copy mode, the A/D converters are disabled, 
but incoming digital signa is routed to all four digital outputs 
(ADAT Main, ADAT Aux, TDIF Main, and TDIF Aux). You can 
also choose to Bit Split while in Copy mode. 

The front panel includes signal present and overload LEDs for 
each input channel, anc a signal present LED for each output 
channel Switches are provided for turning on Bit Split, Combine, 
and Copy modes, as well as for selecting the units clock source, 
sample 'ate, and digital input. 

I used the Nuendo 8 I/O in conjunction with the Nuendo 96/52 
card for this review. I had zero problems with it, and found it very 
easy to use. The sound quality was excellent, with good detail and 
dynamic range, and solid imaging. At $1,999, it doesn’t come in 
as the least expensive A/D/A converter package on the market, 
but its sound quality and special functions make it an excellent 
value compared to much of the competition. 

the same Channel Settings options as regular audio 
track channels, you can use them to feed multiple plug¬ 
ins in series — just insert the desired effects into the 
Group Channel and route through it. 

Channels can be linked, which groups their volume 
faders. Par and other controls are not linked. There’s 
no indication which channels are linked together; it would 
be nice if each group could be colorized, or a “G" ap¬ 
peared on them or something. While channels are linked, 
you can hold the Alt key and make changes to individual 
faders without afecting the rest in the group. 

Nuendo offers full automaton support for most pa¬ 
rameters in the mixer (as well as in plug-ins that support 
automation). You can record automation in from a hard¬ 
ware control surface, or access automation subtracks 

MIDI 
Nuendo is primarily an 
audio production solu¬ 
tion, however, there is 
basic MIDI support. You 
can record, do basic 
quantizing, delete dou¬ 
bled notes, manipulate 
controllers, transpose, 
change velocity, etc. 

(SURE 3: THERE'S A LOT MORE TO THE CHANNELS IN NUENDO'S MIXER 

THAN JUST VOLUME AND PAN. ON THE LEFT IS THE ’COMMON- PANEL WHICH 

PROVIDES ACCESS TO PARAMETERS RELATING TO ALL THE CHANNELS (SUCH 

AS AUTOMATION, METERING SETUP, ETC.) ALL OF THE SETTINGS FOR A MIXER 

CHANNEL CAN BE COPIED AND PASTED TO ANOTHER CHANNEL USING THIS 

SECTION 

THE NEXT PANEL DUPLICATES WHAT IS DISPLAYED WHEN YOU LOOK 

AT THE VST MIXER. NOTE THAT IN THIS CASE THE CHANNEL IS CONFIG¬ 

URED FOR SURROUND PANNING. AS IN THE MIXER VIEW, THE PAN AND 

LEVEL SETTINGS SHARE THE SAME DISPLAY FIELD, WHICH SWITCHES TO 

THE ACTIVE PARAMETER WHEN YOU MODIFY ONE SLIDER OR THE OTHER. 

I'D PREFER A SEPARATE DISPLAY FOR EACH OF THESE PARAMETER VAL¬ 

UES. 

EACH CHANNEL HAS FOUR PLUG-IN INSERTS, WHICH CAN BE INDIVIDU¬ 

ALLY OR GLOBALLY BYPASSED. EIGHT AUX SENDS ARE AVAHADLE, WHICH 

CAN FEED DIRECTLY TO PLUG-INS OR CAN FEED BUSSES, OUTPUTS, OR 

GROUP CHANNELS. THESE, TOO. CAN BE INDIVIDUALLY OR GLOBALLY BY¬ 

PASSED. 

ON THE RIGHT IS THE CHANNEL'S EO SECTION; FOUR PARAMETRIC 

BANDS ARE PROVIDED. YOU CAN ADJUST THE SETTINGS BY TURNING THE 

KNOBS. INPUTTING TEXT VALUES IN THE FIELDS. OR BY GRABBING POINTS 

IN THE GRAPH WITH THE MOUSE. EQUALIZER PRESETS CAN BE STORED 

AND RECALLED. 

Mixer 
The VST mixer in Nuendo is very similar to the one 

In this case, changing 
something on one 
grouped event changes 
the rest the same way. 

found in Cubase (see 
fig. 2). A condensed 
mixer view contains 
all the tracks with their 
faders and pan con¬ 
trols (as in Cubase, I 
found the pan control 
hard to grab with the 
mouse). Clicking a 
track’s edit buttons 
opens its Channel Set¬ 
tings window (see fig. 
3.), which provides 
more comprehensive 
control over its four in¬ 
serts, eight aux sends, 
and four-band EQ. 

In addition to audio 
track channels, Nuen¬ 
do offers "Group 
Channels,” which func¬ 
tion as subgroups to 
which other channels 
can be routed (Group 
Channels can even 
route to other Group 
Channels). Since 
Group Channels offer 
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NUENDO 96/52 AUDIO CARD 
In addition to the Nuendo soft¬ 
ware package, Steinberg is 
offering a selection of “Nuen¬ 
do” hardware. This hardware 
isn’t proprietary to the Nuendo 
program; in fact, it can be 
used with just about any audio 
software package. 

One example is the $799 
Nuendo 96/52 audio card; a 
PCI-based card that offers

two ADAT lightpipe I/O and a nine-pin connector, which supports sam¬ 
ple-accurate ADAT sync and S/PDIF digital I/O. Included with the main 
PCI card is a second expander card that mounts in a computer slot 
opening, but doesn’t use the slot itself. The two cards connect with a 
ribbon cable. This expander card adds a third ADAT I/O and word clock 
I/O. If you need more ins and outs, multiple 96/52 cards can live in the 
same computer. No analog I/O is provided; you’ll need external A/D and 
D/A converters, ADATs, or a lightpipe-compatible digital mixer in order 
to get analog audio in and out of the card. 

A handy software “tray” app gives control over the card’s I/O, resolu¬ 
tion, and sync features, and reports sync status and so on. Drivers in¬ 
clude ASIO 2.0 and Windows MME. Windows 98, NT, and 2000 are 
supported. 

The card installed easily in my computer, and worked flawlessly through¬ 
out the Nuendo review. Especially nice is its support of ASIO 2.0 Zero La¬ 
tency Monitoring, which uses hardware routing to minimize latency issues. 

that can each contain a single type of automation (see fig. 4). You can either edit 
automation graphically with the mouse or you can access the automation events 
in a list and edit them as text values. 

Also included with Nuendo is the Surround Panner, an integrated plug¬ 
in that provides for graphic panning with surround output setups (see fig. 
5). The Surround Panner works very well, and it can be automated. However, 
I found it a bit touchy; it's easy to accidentally change the pan position of 
a track while opening the panner or adjusting other parameters. On the plus 
side, the Panner allows you to turn individual speakers on and off for each 
track, and you can 
use it to feed signal 
to the LFE channel. 

Plug-Ins 
Nuendo supports 
both DirectX and 
VST plug-ins, in ad¬ 
dition to a variety of 
non-real-time offline 
processes, such as 
normalizing, phase 
reverse, time 
stretch, and so on. 
The program 

comes bundled 
with 19 plug-ins, 
plus a Dolby Pro 
Logic encode/de-
code matrix. The 

H6URÊ 4: EACH TRACK IN THE NUENDO MAIN PROJECT WINDOW CAN RE WHATEVER HEIGHT YOU LIKE; SIMPLY 

GRAB IT ANO PULI, AND IT STRETCHES OUT. THE LITTLE SLIDER ON THE UPPER RIGHT Of THE WINDOW CON¬ 

TROLS THE WAVEFORM HEIGHT WITHIN THE TRACK; THIS ALLOWS YOU TO OPTIMIZE THE WAVEFORM DISPLAY NO 

MATTER HOW TALL THE TRACK IS. 

AN AUDIO TRACK CAN HAVE A NUMBER OF ASSOCIATED SUBTRACK5, EACH CONTAINING A DIFFERENT TYPE 

OF AUTOMATION DATA. ANY COMBINATION Of THESE CAN BE OPENED OR HIDDEN. WHILE IT'S NICE TO BE ABLE 

TO SEE MULTIPLE TRACKS OF AUTOMATION DATA AT ONCE, I MISSEO BEING ABLE TO VIEW AUTOMATION OVER¬ 

LAID ON THE WAVEFORM FOR CERTAIN EDITING TASKS. 

EQ I NOV6MB6RSOOO I 1G2 



FI6UH 5: NUENDOS SURROUND PÄNNEH (TECHNICALLY IT'S A PLUG-IN BUT IT FUNCTIONS ÍRANSPARENTLY AS 

PART OF THE MIXER) CAN (PERATE IN EITHER OF TWO MODES: POSITION (ABOVE LEFT) OR ANGLE (ABOVE 

RIGHT! BOTH ARE USEFUL, DEPENDING ON WHAT YOU'RE TRYING TO DO; ‘POSITION" IS BETTER FOR PLACING A 

SOUND IN THE SOUNDFIELD. IN THE PANNER ON THE LEFT, I’VE BROUGHT THE LEAD VOCAL OUT INTO THE FELD 

A BIT, WHICH HELPS ITS PRESENCE IN THE MIX, 

“ANGLE" WORKS WELL WHEN YOU WANT THE SOUND TO COME FROM AN "AREA" OF THE FIELD, RATHER 

THAW A ■PLACE" IN THE PANNER ON THE RIGHT, I'VE TURNED OFF THE CENTER SPEAKER 0Y ALT-CLICKING IT). 

ANC SPREAD THE BASS TBACK ACROSS THE LEFT AND RIGHT SPEAKERS. THS SIMULATES THE EFFECT OF A CEN¬ 

TER-PANNED TRACK IN A NORMAL STEREO MIX. 

IT CAN BE HARD TO OPEN THE SURROUND PANNER WINDOW WITHOUT UNINTENTIONALLY CHANGING THE 

PAN POSITION, YOU CAN ALSO INADVERTENTLY CHANGE THE SURROUND PAN POSITION WHILE THE SURROUND 

PANNER IS OPEN. THIS PROBLEM IS WORST WHEN IN ANGLE MODE; IF YOU ACCIDENTALLY CLICK OUTSIDE THE 

CIRCULAR PAN DISPLAY IN THE REST OF THE PLUG-IN WINDOW, THE PAN POSITION TRIES TO MOVE TO WHER¬ 

EVER YOU CLICKED. 

NOTE THAT THE CURRfflT VERSION OF THE SURROUND PANNER (SHOWN HERE, DOWNLOADABLE FROM NU-

ENQOIOM) HAS AN ADDED LFE SLIDER FOR SIMULTANSTUSLY FEEDING THE TRACK INTO A SUBWOOFER WITHOUT 

USING A MIXER AUX SEND 

selection of VST plug-ins includes chorus, FuzzBox, 
AutoPan, Phaser, and so on. Also supplied are two 
reverbs, NuendoReverb and NuendoVerb3, both of 
which I found to be of marginal quality. Plan to use 
hardware reverbs or to invest in third-party reverbs. 

Surprising by their absence are surround-capable 
plug-ins; given the surround support in Nuendo, I ex¬ 
pected at least a few oasic multichannel plug-ins. You 
can insert stereo plug-ins on Group Channels fed to 
the output busses, and there is an Output Routing 
Patchbay that lets you change which combination of 
two output channels feeds through various plug-ins, 
but neither of these is the same as true multichannel 
processing. (Steinberg does offer an optional Surround 
Edition suite of six multichannel plug-ins.) 

The current version of Nuendo doesn’t support 
ReWire or VST instruments; this should be addressed 
in Version 1.5. 

Cool Stuff 
As I was going through the manual, learn ng Nuendo, 
I found myself repeatedly stumbling across nice 
“bonuses” — the designers behind Nuendo clearly 
thought their way through how most engineers and pro¬ 
ducers do things, and proviced a large list of extras 
and convenience features 

Among the more outstanding extras are unlimited 
undo and redo, along with an undo history that lets you 
jump back a number of steps. Unfortunately, 
undo/redo can’t undo pan or other mixer moves (it does 
cover automation edits). Hopefully this can be ad¬ 
dressed in an update. 

Nuendo supports video playback from an integral 
video track, which can display thumbnails of the video 
frames. This track makes spotting and conforming au¬ 
dio to video very easy. 

Other convenience features include fully assigna¬ 
ble key commands and support for screen sets 
(Nuendo calls them Window Layouts), which can be 
recalled from a menu or using key commands. 

In addition, Nuendo contains layouts for a number 
of hardware controllers, such as those from JL Coop¬ 
er, as well as the CM Automation MotorMix, and Yama¬ 
ha 01V digital mixer. I was able to use my 01V as a con¬ 
trol surface with no difficulty at all. With an 01V, you get 
control over 28 mixer channels including volume fad¬ 
er, pan, four-band EQ, and six of the eight aux sends. 
The 01 V’s stereo master fader defaults to control Nu-
endo’s master fader, which, if you’re in a surround mas¬ 
ter setup, controls the level of all six outputs for a 5.1 
system — this is a godsend for those who don’t want 
to invest in a surround monitor controller box. 

The Real World 
How well does Nuendo hold up under real-world cir¬ 
cumstances? As I began this review, I was booked to do 
a fairly complex 5.1 surround mix consisting of 26 si¬ 
multaneously playing audio tracks ( 16-bit/48 kHz reso¬ 
lution). The tracks were imported into Nuendo from a sin¬ 
gle ADAT-XT, using the nine-pin ADAT sync and lightpipe 
connections on a Nuendo 96/52 card (see sidebar). I end¬ 
ed up using 24 bands of EQ (spread over 14 mixer chan¬ 
nels), 11 insert compressors, two chorus and two Nu¬ 
endoReverb plug-ins (on aux sends), and just for fun 
imported a video track. I had eight VST inputs and six bus 
outputs turned on. On my computer (a 733 MHz Pentium 
III — see Box for more test system specs), Nuendo’s CPU 
usage meter hovered between 50 and 60%; the hard-disk 

► continued on page I44 

DOUBLE-CLICKING AN AUDIO TRACK OPENS THE SAMPLE EDITOR. WHICH ALLOWS FOR FINE EDITING AND PRO¬ 

CESSING OF AUDIO CLIPS. IN ADDITION TO THE EXPECTED CUT/COPY/PASTE, WAVEFORM DRAWING WITH THE 

PENCIL TOOL, AND 50 ON, YOU CAN DEFINE REGIONS WITHIN THE CLIP (IN THIS CASE ‘REGION D, WHICH CAN BE 

EDITED AND PROCESSED INDEPENDENTLY FROM THE REST OF THE CLIP. YOU CAN EDIT THE START AND END 

POINT FOR THE CUP, APPLY PLUG-INS OR OTHER OFFLINE PROCESSING. AND SET THE ‘SNAP" POINT (REPRE¬ 

SENTED BY THE BLUE LINE WITH THE ‘5‘), WHICH IS USED WHEN LOCKING (QUANTIZING) AUDIO TO A GRID IN 

THE PROJECT WINDOW. NORMALLY, THE SNAP POINT DEFAULTS TO THE BEGINNING OF THE CLIP. BUT IN SOME 

CASES, IT'S BETTER TO HAVE IT ELSEWHERE. IN THIS CASE, A STRUMMED ACOUSTIC GUITAR, IT WORKED BETTER 

TO SNAP TO THIS PARTICULAR POINT. 

REGION LOOPING, AUDIO SCRUB, AND ZOOM IN/OUT ARE ALL PROVIDED, AS IS AN OVERVIEW BAR IAHOVE 

THE WAVEFORM). CLICK-DRAIi IN THIS TO MOVE ABOUT WITHIN THE OVERALL AUDIO TRACK. ONE COOL FEATURE: 

YOU CAN SET AUDIO EDITS TO SNAP TO THE NEAREST ZERO-CROSSING. HELPING TO PREVENT CLICKS AND POPS 

WHEN DOING WAVEFORM EDITING. 

1 
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Yamaha MSPIO Powered 
Nearfield Monitors 

Yamaha's MSP10 is a two-way, biamped studio mon¬ 
itor intended for nearfield listening applications. 
Housed in a compact, dual-ported enclosure, the 
MSP10 combines a plastic-cone woofer and a tita-
nium-dome tweeter with a high-frequency response 
extending out to 40,000 Hz. Each MSP10 cabinet 
contains two amplifiers: one capable of delivering 120 
watts maximum to the woofer, and the other 60 watts 
maximum to the tweeter. The MSP10 is available in 
a magnificent maple sunburst wood finish or a more 
industrial-looking semi-gloss black lacquer. 

Rear-panel features of the MSP10 include a bal¬ 
anced XLR input jack, power on/off switch, low- and 
high-frequency trim controls, a sensitivity adjustment 
pot, and an 80 Hz low-frequency rolloff switch. In ad¬ 
dition to filtering out potentially damaging low-fre¬ 
quency sounds, the rolloff switch is also helpful when 
integrating the MSP10 with its companion subwoofer, 
the SW10 (see sidebar). 

The MSP10 is intended for console-top or stand¬ 
mounted nearfield use. Since the cabinets are rather 
heavy for their size (approximately 45 pounds), make 
sure that the desk or stands you intend to use for sup¬ 
port are up to the task. Recessed into the tweeter’s 
conical baffle is an LED that lights green when pow¬ 
er is applied and turns red in the event of clipping. 

The MSP10 has a lot of intelligent design features, 
best exemplified by the “tweak” controls on 

the rear panel. The low- and high-fre¬ 
quency trim controls are switched, 
with positions for -2, -1, and 0, and 
-1, 0, and +1, respectively. Al¬ 
though some people might prefer 
continuously variable trim pots, 
the switched design makes it easy 
to obtain consistent settings be¬ 
tween the cabinets as well as easy 
repeatability. Ditto for the sensitiv¬ 
ity, which has a detent at the +4 dB 
setting. 

A bit of care is required in the 
setup process to get the best re¬ 
sults out of the MSPIO's (unfortu¬ 
nately the manual doesn’t provide 
much more than specs). Initially, I 
ran the sensitivity pot(s) at maxi¬ 
mum, trim controls at 0, and the 80 
Hz rolloff switched on. These set¬ 
tings resulted in reproduction that 
was somewhat on the bright side 
for my taste. Through experimen¬ 
tation, I found that turning the LF 

t4«to 
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cut off and rolling the HF trim back to -1 
made for well-balanced reproduction. It 
then dawned on me that the LF cut was 
probably intended to be switched on only 
when the subwoofer was in use. 

MSPIO Solo 
My first sessions with the MSPIO’s were 
without the SW10 subwoofer. Immediately 
I noticed that the speakers produce great 
stereo imaging and excellent response to 
dynamics. They were also very revealing, 
clearly showing up punch-ins I've never 
before noticed in mixes I'm very familiar 
with. This clarity is the big strength of the 
MSPIO’s; these speakers really let you 
hear detail in your audio. For tracking, this 
analytical quality is invaluable. It also al¬ 
lows the MSPIO’s to "dissect” a mix — 
which some people may not like. If you 
want a monitor that’s going to give you the 
“warm fuzzles," look elsewhere — the 

► YAMAHA MSPIO 
MANUFACTURER: Yamaha Corporation of America, P.O. Box 6600, Buena Park, CA, 
90622. Tel: 714-522-9000. Web: www.vamaha.com 
SUMMARY: Active nearfield monitor for studio applications. 
STRENGTHS: Plenty of power Extended high-frequency response. Exce lent dy-
namic response. 
WEAKNESSES: Manual lacks setup info'mation. Inputs are XLR-only. 

EQ FREÍ tIT. f: 11 1 

mid-bass and midrange. 
Combining the SW10 with the MSP1 O’s 

took a bit of experimentation, mostly due 
to lack of clues in the manuals. The 
MSPIO’s had been set to maximum sen¬ 
sitivity. With the SWIO's volume pot set to 
minimum (which is the factory default), I 
was wondering if the SW10 was func¬ 
tion ng at all because the trio was so top-

YAMAHA SWIO POWGRGD SUBWOOFER 
Intended as a companion to the MSP1C, Yamaha’s SW10 is a powered 
subwoofer with a 10-inch woofer loaded in a bass reflex cabinet. The 
SWIO’s internal amplifier is capable of delivering 180 watts maximum 
output at 100 Hz with a 1% THD figure. Six XLR input and output jacks 
are provided on the rear panel for three channels of I/O. A continuously 
variable low-frequency cutoff ranging from 40 to 120 Hz and a volume 
pot are provided for matching the SW10 to any “satellite” speakers. A 
power switch and captive three-prong AC cable are provided at the bot¬ 
tom of the rear panel. A front-panel LED indicates green for power on 
and red for clipping. Suggested retail price for the SW10 is $849. 

SWIO SPECIFICATIONS 
Frequency range.  25 to 150 Hz (-10 dB) 
Sensitivity . -12 dB (at “vol. max”) for 100 dB SPL at 1 meter 
Maximum output . 111 dB at 1 meter 
Dimensions. 13 wide x 18.25 high x 18.5 deep (inches) 
Weight .  57.2 pounds 

MSP 10 is more about accuracy than 
pleasant coloration. 

Off-axis high-frequency response of the 
MSP1 O’s is very good, so even when you're 
listening outside of the sweet spot you won’t 
feel like someone put gauze in your ears. 
This can be a big strength for rooms where 
space behind the console is tight. As you'd 
expect from a monitor of this size, bass re¬ 
sponse didn’t extend to the subterranean 
regions, but what the MSP10 did produce 
on its own was tight and solid. 

With The SWIO 
Adding the SW10 to the MSP1 O's extends 
the low-frequency response and adds 
headroom to the system. Through prop¬ 
er use of the low cut switch, it also frees 
up the MSP10 from dealing with the bot¬ 
tom octaves, thus improving clarity in the 

heavy. Moving the MSP10 sensitivity con¬ 
trol down to the “+4” (notched) posit on 
and moving the SWIO’s “volume” pot up 
to the notched position parted the seas for 
me, bringing the entire frequency range 
into proper balance. I decided to run the 
MSPIO’s with their rolloff “on.’’ Since that 
rolloff is at 80 Hz, it seemed logical to set 

the cutoff of the SW10 also at 80 Hz. Re¬ 
sults at these settings were great, with ef¬ 
fortless bottom-end extension, increased 
headroom, and seamless transition be¬ 
tween the SW10 and MSPIO’s. The 
SW10 added plenty of “whump” to the sys¬ 
tem, easily driving the SPL in my 12- x 15-
foot control room beyond a comfortaole 
level before I witnessed an occasional 
flash of the red LEDs. 

A unique feature of the SW10 is the 
three I/O channels, which I’m assuming 
applies to a 5.1 situation where the third 
I/O channel would be used for a center 
channel. Very clever. Another operational 
aspect of the SW101 liked is that the out¬ 
put or "thru” jacks are passive. So when 
you turn off the subwoofer, audio to the 
MSPIO’s is unaffected — and you won’t 
hear any kind of "pop." This comes in 
handy when you’re doing a mix and want 
to turn off the subwoofer for referencing 
purposes. I’ve run into some subs that 
won’t pass audio when you turn them off, 
making it a hassle to quickly switch the 
sub in and out of the chain. 

The Bottom Line 
With or without the SW10 subwoofer, 
Yamaha’s MSP10 powered monitors 
scored big points in my book. They're ac¬ 
curate, play loud without breaking up, and 
cost about as much as comparable mon¬ 
itors without built-in amplification. While 
they might not be capable of filling huge 
control rooms with ear-splitting SPLs, the 
MSPIO’s will be quite at home in a project 
or small commercial studio. ■ 

SPECIFICATIONS 
Frequency range . 40 to 40,000 Hz 
Sensitivity . -10 dB at “-6” position for 100 dB SPL at 1 meter 
Maximum output... 110 dB at 1 meter on axis 
Woofer . .. 8-inch, pliastic cone 
Tweeter . 1-inch, titanium dome 
Dimensions. 10.5 wide x 16.6 x 12.5 deep (inches) 
Weight . i.44 pounds 
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□SOUND STOMP’N FX 

Mix 50 Rato 7 0 1 

DSound DSound 

GainF4 0 7 dB 

DSound 

effects within Sonic Foundry’s Vegas. The effects 
are relatively processor-friendly; on the Mac, I 
opened up all six DSound plug-ins within TC Works’ 
Spark 1.5, and the processor usage was around 
32%. Granted, these aren’t as complex as some¬ 
thing like a high-end reverb, but it’s nice to know you 
can use a batch of them if you’re so inclined. 

“Stomp’n FX, Vol. 1 ” is a set of six plug-ins for Windows 
(DirectX, VST 2.0) or Mac (VST 2.0) from Czechoslo¬ 
vakian company DSound. These plug-ins emulate gui¬ 
tar stomp boxes; the roster includes the AW1 Auto 
Wah, CH1 Chorus, CM1 Compressor, FL1 Flanger, 
GE1 7-Band Graphic Equalizer, and NG1 Noise Gate. 
The look is appropriately retro (Fig. 1), being some¬ 
what reminiscent of DOD or Boss boxes from the ’80s. 
But these aren’t a joke; the sound quality is actually 
very good, and, besides, they’re a lot of fun.. .so let’s 
Czech into this a bit further. 

Commonalities 
All of these effects have certain common aspects. 
There’s an on/off “footswitch" and a button you can 
click for options. These include interface size (small 
and large; choose small unless you’re really in love 
with the stomp box look) and preset management. 

Each FX has at least six “factory" presets (some 
have a few more), but you can create your own pre¬ 
sets and save these in a bank (unlimited numbers 
of banks are allowed, which facilitates saving groups 
of presets for specific projects). Up to four presets 
can be associated with four preset buttons for quick 
selection. As expected, it’s possible to delete in¬ 
dividual presets or all presets, mix factory and user 
presets, and compare the modified version of a pre¬ 
set with the original version. You can also reload a 
just-deleted preset if you change your mind. 

FXTUNE RATE DEPTH REGEN 

Stomp 
box-sty lie 

plug-in effects 
for DirectX 

or VST 

»X RATE DEPTH STEREO 
RATE DEPTH 
Z". /"■ CENTER 

□Sound Stomp’n FX, 
Vol. I VST/DipectX Plug-Ins 

MANUFACTURER: DSound, 407 Stony Point Road, Santa 
Rosa, CA 95401. Tel: 800-449-3213. Web: 
www.dsoiiindl .com 
SUMMARY: Mac/Windows plug-ins emulate vintage-style 
stomp boxes. 

STFfN6TH5: All plug-ins sound and look good. High-res-
olution, automatable parameters under VST. Simple, 
obvious operation. Reasonably low cost and low 
orocesscr loading. For Windows, installs as DirectX 
and VST.. 

WEAKNESSES: Doesn’t accept external MIDI controllers 
under VST. Flanger lacks negative flanging. Auto 
Wah lacks envelope tracking by filter frequency. 
Graohic EQ could use an “air" high-frequency band. 
MNMUM SYSTEM RE0UREMENT5: PC — Windows 9X/NT/2000, 
120 MHz Pentium. Mac — OS 8.1 or higher, 180 
MHz 604e. 
PHCE: $149 
EO TIBE UT. I: 104 

Getting Started 
System requirements are relatively modest; if your 
system can handle a program that supports plug¬ 
ins, it can likely do the job. The plug-ins were test¬ 
ed on an Apple PowerBook G3 running under OS 
9.0.4 with 192 MB of RAM and a Q Performance 
Systems 850 MHz Celeron (overclocked) running 
Windows 98SE with 256 MB of RAM. 

On both the Mac and Windows, installation was 
trouble-free. Especially nice: With Windows, both Di¬ 
rectX and VST versions were installed automatically. 
Copy protection consists of entering a serial num¬ 
ber; from time to time, the program asks for this se¬ 
rial number to verify ownership. 

There are a few special considerations: When 
running as VST effects (PC or Mac), the parameters 
support automation and all effects can work as track 

FIGURE1 : The DSound plug-ins sport a suitably 
retro look, but sound vastly better than their hard¬ 
ware ancestors. 



By Craig Anderton « anderton@musicplayer.com 

A single display line shows the value of 
the parameter being modified; this is also 
where you enter preset names. 

Parameters are represented on-screen as 
knobs. To change values, you click on the 
knob and rotate the mouse in a knob-like fash¬ 
ion. I prefer changing values by moving the 
mouse linearly (e.g., up for more, down for 
less); the main advantage to the “knob” ap¬ 
proach is that, as you move the mouse further 
from the knob's center, the resolution in¬ 
creases for a given amount of mouse move¬ 
ment. This makes it easy to change values in 
very fine increments. However, if you have a 
“scrolling” mouse with a wheel, you can use 
the wheel to fine tune values, or shift+wheel 
for coarser tuning. 

With the Mac, help files are HTML docu¬ 
ments that can be opened with standard In¬ 
ternet browsers, although there’s also a ver¬ 
sion that works with the Mac Help Viewer. With 
Windows, calling up help activates a standard 
Internet Explorer-type help file. 

effects Parameters 
Auto Wah: This is an LFO-based wah ef¬ 
fect with Rate (0.05 to 10 Hz), Depth, and 
Center Frequency. A Sensitivity control 
causes the LFO depth to depend on the dy¬ 
namics of your playing. An associated Mode 
switch determines whether depth increases 
as your playing gets softer or louder. This is 
a cool effect (there’s a hint of overdrive that 
sounds pretty tasty), but it doesn’t allow the 
traditional envelope follower effect where the 
filter frequency tracks the signal envelope. 

Chorus: Controls include Mix (Dry to Wet), 
Rate (0.1 to 10 Hz), Depth, and Stereo (sets 
a different sweep width between the 
channels). The sound is very sweet (I like 
using it with synths, too), and it does great 
vibrato effects. 

Compressor: This is standard issue stuff — 
Threshold (-60 to 0 dB), Attack (0 to 200 ms), 
Release (20 to 4,000 ms), and Ratio (1:1 to 
50:1, then infinity:1). An additional switch 
chooses between automatic “make up" gain 
or just letting the output fall where it may. Nice 
touch: Attack and release are variable in 1 ms 
increments, and ratio in 0.1 dB increments. 

Flanger: Initial Delay (called “FX Tune"), 
Rate (0.05 to 10 Hz), Depth, and Regen¬ 
eration. It does positive flanging only, not 
negative. 

► WEBLINK 
Download MP3 audio examples of the 
various effects, as well as demo of the 
DSound Stomp’n FX, Vol. I, at 
ui ujuj,d5oundl.com . 

feedback out-of-phase instead of in-phase), 
nor can it do through-zero flanging, where the 
difference between dry and delayed sounds 
reaches 0 milliseconds. Granted, no stomp 
box could do through-zero flanging either, but 
one of the supposed advantages of software 
is that it doesn't have to deal with the same 
limitations as hardware equivalents. (You can, 
however, obtain through-zero flanging in the 
Spark FX Machine by loading two flangers in 
parallel, then setting them for delayed sound 
only. Adjust one for a small, fixed delay with 
no LFO depth, and the other so that the high¬ 
est point of the width’s excursion is the same 
as the fixed delay.) And I would have loved 
to see the chorus delay time or LFO rate re¬ 
spond to envelope control. To be fair, this is 
again something not found in most stomp 
boxes — but then again, I’m the kind of guy 
who wants Hammond B-3 emulators to re¬ 
spond to pitch bend and velocity. 

But it’s fairer to evaluate what’s includ¬ 
ed rather than what’s not, and in that respect 
the DSound plug-ins are not only a lot of fun, 
they sound very clean and truly manage to 
give that “guitar vibe.” I particularly bke the 
Auto Wah filter effect — it’s great on drums 
as well as guitar, and automating the filter 
frequency in VST gives real flexibility. 

Admittedly, the DSound plug-ins are for 
a relatively specialized audience, but they fill 
a void that no one has filled up to now.. .be¬ 
sides, they definitely have a high fun factor. 

Craig Anderton is the creative director of 
MusKPIayer.com, as well as the author of the 
classic book Home Recording for Musicians. 
He has produced, played on, mixed, and 
or/mastered I7 major-label releases. 

Graphic Equalizer: 
All sliders are ±18 dB, 
with center frequen¬ 
cies at 0.1, 0.2, 0.4, 
0.8, 1.6, 3.2, and 6.4 
kHz. An additional slid¬ 
er controls output level. 

Noise Gate: Thresh¬ 
old (-100 to 0 dB), At¬ 
tack (0 to 200 ms), and 
Release (1 to 2,000 
ms). As with the com¬ 
pressor, Attack and 
Decay can change in 
1 ms increments. 

The Real World 
In addition to testing the 
plug-ins using Spark on 
the Mac, I also tried 
them with Wavelab, 
Sound Forge, Acid, 
and Cubase VST on 

FIGURE 2: Several plug-ms loaded in Spark’s FX Machine. 
The flanger is highlighted; it’s in “small” graphics mode, as op¬ 
posed to the “normal” mode evidenced in fig. 1. Note how two 
choruses are placed in parallel at the output. The CPU indica¬ 

tor shows 34.1% — pretty good for seven plug-ins. 

Windows. Operation was rock-solid in all cas¬ 
es, but recording automation data in Cubase 
was particularly satisfying, in large part 
because the fine level of adjustability prevent 
zippering effects. 

However, Spark is probably the ultimate 
host program for these plug-ins tnanks to its 
FX Machine feature, which allows inserting 
plug-ins into a matrix (fig. 2) with both series 
and parallel connections. It follows the same 
conceptual model as patching stomp box¬ 
es together, but, of course, without the patch 
cords. There is one weirdness: When you 
load a plug-in into the matrix, edit it, close 
down the Edit window, then open it up again, 
the controls are in their default positions. Th s 
doesn’t affect the sound, which remains as 
edited. [DSound tells us that this problem 
has been fixed.] 

The Bottom Line 
The DSound plug-ins are very cool sonically, 
and you certainly can’t fault the graphics. 
Thankfully, despite their "purist” approach, 
DSound didn’t emulate the more negative 
stomp box habits — nasty hiss, bypass 
switches that load down the inputs, AC hum, 
and batteries that give out in the middle of 
your big solo. However, there are some 
missed opportunities. For example, the Auto 
Wah doesn't have a mode where the filter 
frequency tracks the incoming envelope, as 
the envelope can affect only the LFO depth. 
It's hard to imagine how this popular effect 
got overlooked. Also, incfuding an octave 
switch could have justified promoting this ef¬ 
fect for bass. 

The flanger doesn’t allow for negative 
flanging (e.g., being able to set regenerative 
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in Review By DJ Russ Reign • rmikoinski@uemedia.com 

Glectrix GQ Killer and Filter Queen 
Frequency Isolator and Analog Filter Box 

EQ I NOV6MBER2OOO I 108 

Electrix’s recent release of the EQ Killer and Fil¬ 
ter Queen modular performance effects has DJs 
and dance music enthusiasts around the world 
begging for more. The Filter Queen, basically a 
smaller, less expensive version of the company’s 
original Filter Factory, is jam-packed with features 
and can totally change the face of a live perfor¬ 
mance or studio session single-handedly. The EQ 
Killer, a product that DJs have demanded for 
years, enables us to obtain interactive on-the-fly 
control of frequency envelopes with a wide array 
of tweaking options. I had the opportunity to field¬ 
test both units recently during a gig at the Tunnel 
nightclub in New York City. 

Setting The Stage 
I arrived at the club approximately an hour before doors 
opened to make the necessary connections and get 
the Electrix gear up and running. Since I would be us¬ 
ing both pieces simultaneously during my performance, 
I needed to be a little bit creative: I connected the EQ 
Killer as a post-mixer effect by running the board’s mas¬ 
ter output into the unit and then routing its signal to the 
club’s amplifiers. Now I would be able to use the piece 
to effect the entire master mix, regardless of how many 
sources I’d be using at the same time. The rear pan¬ 
el of the EQ Killer contains six sets of RCA line jacks 
— inputs and outputs for traditional stereo setup, as well 
as an effects loop with send and return jacks. 

The Filter Queen was next. Since this piece is 
more involved than the EQ Killer, I decided to con¬ 
nect it so I'd be able to cue-monitor in the head¬ 
phones prior to making the effect live. I connected 

one of the turntables (once again via stan-
* dard RCA cable) to the 

unit's input, 

and then ran the output back to the mixer. Now 
the Filter Queen’s effects would be limited to that 
single source, but I'd be able to preview the re¬ 
actions of different songs to the unit’s diverse ef¬ 
fects before letting them escape to the club's 
speakers. 

The EQ Killer and Filter Queen are defin tely “no 
frills” devices, which has enabled the manufactur¬ 
er to keep them small and lightweight — a major 
positive when taking the units on the road. Each 
piece measures only ten inches in length (includ¬ 

ing mounting brackets), and provides 
two functional mounting 

options: The units can be 
placed securely on a 

// A x flat surface thanks to 

' IW® gripping rubber tracks 
¡H ■ on their bottoms. Best 

. ^ ||| ■ of all, the anged face 
9 III of the unit makes ma-

A mpulation of surface 
controls a snap 

ill when using the pieces 
W as taoletop effects. Elec-

® trix also includes remov-
F able brackets (complete with 

Allen wrench) that can be 
used to connect these two 
pieces to form a 19-inch, rack-
mountable dual unit. 

For live or 
studio filter 

applications, 
these boxes 
have tu hat it 

takes 

SUMMARY: Customizable, frequency-isolating kill box 
(EQ Killer) and digitally controlled analog fiter box 
(Filter Queen). 

PRICE: $299.99 each. 
EQ FREE UT. I 105 

GLGCTRIX GQ KILLGR & FILTGR QUGGI 

STRENGTHS: Durable controls. Multiple mounting options. 
Excellent manuals. Applications as both studio and 
live performance components. 

WEAKNESSES: EQ Killer only has RCA. inputs and outputs 
(no 1/4-inch jacks). No power switches. No MIDI 
sync or automation support. 

MANUFACTURER: Electrix, 6710 Bertram Dlace, V ctoria, BC, 
Canada V8M 1Z6. Tel: 250-544-4091. Web: 
www.electrixpro.com 



MASSIVE PASSIVE STEREO TUBE EQ 

A PICTURE IS WORTH A THOUSAND WORDS... 
Perhaps, but would photographs of our 

Variable Mu or VOXBOX 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. 
Engineers 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 
f%#king 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? 

Craig ‘HUTCH’ Hutchison designed these 

monsters... 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 MANLEY LABORATORIES, INC. 



in Review Glectrix GQ Killer and Filter Queen 

EQ Killer 
The EQ Killer offers three filter bands (low, 
mid, and high), each with its own control 
group. The band level controls can operate 
from full cut to 6 d8 of boost for each fre¬ 
quency range. Each band also has the fa¬ 
miliar Eiectrix Momentary button, which can 
be used to apply or “kill” a setting manually 
to the beat of the music, and a Band Kill but¬ 
ton that will totally remove a frequency range 
from the mix upon activation. Perhaps the 
most impressive and fun-filled features of the 
EQ Killer are its low and high crossover con¬ 
trols. These allow the user to set the width of 
each band that the unit controls. Manipulat¬ 
ing these knobs in real-time can create some 
impressive results, and the sound leaving the 
unit after all this remains clear 

I worked the low and high crossover con¬ 
trols relentlessly during the course of the 
night, often while one band (usually either 
high or low) was completely killed from the 
mix. By sweeping the crossover control 
knobs uniformly from one extreme to the oth¬ 
er, you can create a custom-sounding ef¬ 
fect that will make even the most played-out 
song come to life for your audience. The fre¬ 
quency isolation of the unit is precise as 
well. Hands down, this is the best band-iso¬ 
lating device I’ve used. Not only is it high 
quality enough for serious studio use, but 
the EQ Killer’s durability makes it a live per¬ 
formance hit as well. 

Filter Queen 
The Filter Queen is an entirely different an¬ 
imal. Although comparable in design and 
layout to the EQ Killer, the similarities stop 
there. The unit’s digitally controlled analog 
filters can create a vast array of effects. De¬ 
spite its low price and harmless-sounding 
name, the Filter Queen is one powerful 
piece of equipment, and must be treated 
as such. I would highly recommend be¬ 
coming extremely familiar with the unit’s 

controls and the r interaction not only with 
each oiher, but also with your music before 
using this unit in a live situation. The Filter 
Queen’s powerful filter and phaser sweeps 
can be extreme y impressive as live per¬ 
formance elements, but these effects 
can also destroy sound systems if used 
without caution. 

Thai being said, the Filter Queen is flat 
out fun! It definitely takes a while to figure 
out how manipulai ng the controls will effect 
your mix, but once you get the hang of it, 
the possibilities are almost endless. The 
unit’s angled front control pane houses 
knobs that control frequency, resonance, 
LFO speed and depth, envelope follower 
release and depth, and percentage of ef¬ 
fect mix. Soft-touch buttons control effect 
band (high, mid, low), filter type (highpass, 
lowpass, bandpass, notch), waveform 
(sawtooth, inverse sawtooth, triangle, 
square wave, and random), momentary ef¬ 
fect mix, and unit engagement. 

The frequency knob and waveform set¬ 
ting can be used in conjunction to designate 
specific frequencies that will be filtered, 
which is excellent for emphasizing specif¬ 
ic synth riffs or chord patterns in dance mu¬ 
sic. Since I had the unit connected in a 
manner that would allow for pre-mix moni¬ 
toring, could also tweak the envelope fol¬ 
lower to create a “wakka-wakka”-type 
sound as described in Electrix's manual. 
The effect mix control was then used on the 
fly to alter the depth of the effect that the 
crowd was hearing. The trained ear can 
even get the effect in sync with the song's 
BPM by using the LFO speed and depth 
controls — pretty cool! Curious club goers 
were standing around the booth all night 
long, watching me work the Electr x pieces 
with wide eyes. I felt like a rock star! 

Nuts And Bolts 
For those familiar with the Eiectrix Filter 

Factory, MoFx, or Warp Factory, you’ll 
find the same ceramic control knobs on 
the faces of these new siblings. These 
controls slide smoothly through their ro¬ 
tations and can definitely take a beating, 
a trait that is ultimately necessary in any 
live-performance piece. The Filter Queen 
has another function that lends particu¬ 
larly well to real-time use — 1/4-inch 
jacxs allow for the connection of a stan¬ 
dard momentary footswitch or an ex-
p-ession pedal that can be used to con¬ 
trol the filter’s frequency remotely. 

Speaking of remote control, note that 
neither the EQ Killer nor the Filter Queen of¬ 
fers support for MIDI — for live DJs this 
probably won’t be much of a concern, but 
for some studio production applications it 
would be nice to be able to MIDI these units 
up to a sequencer Another minor com¬ 
plaint is that neither box includes a power 
switch; you'll have to turn them on and off 
using a power strip or by pulling the pow¬ 
er adapter out of the outlet. 

Both units also include great instruction 
manuals that can get you up and running 
quickly. Neither is particularly in-depth be¬ 
cause you really need to hear for yourself 
how certain things ooerate on these 
pieces. But each manual covers all the nec¬ 
essary bases and includes detailed dia¬ 
grams describing var-ous connection sce¬ 
narios. The Filter Queen’s manual also has 
a “quick start’’ section that explains com¬ 
mon applications and how to set the vari¬ 
ous controls to obtain them. 

Sleeping Statements 
At $300 each, the Filter Queen and EQ 
Killer provide a gooc value — they do what 
they say they’ll do, and they do it well. 
Whether you’re a DJ spinning in a club or 
crafting dance music in the studio, these 
two boxes should be welcome additions to 
your rig. ■ 
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in Review By Rob McGaughey • soundsauna@earthlink.net 

Akai DPS 16 Digital Personal Studio 
Akai’s 16-track 
high-resolution 
studio-in-a-box 
offers plenty of 
power for music 

production 

Over the past few years, a wide array of stand-alone 
hard-disk recording systems have hit the market. 
These devices are basically recording-studios-in-a-
box that allow the user to plug in a guitar, keyboard, 
and/or microphone and record and mix a song with 
astounding sound quality. The Akai DPS16 fits square¬ 
ly into this new market, offering up to 10 tracks of si¬ 
multaneous recording, up to 16 tracks of simultane¬ 
ous playback, full mixing capabilities, and built-in 
effects processors. In my evaluations, I had the DPS16 
synced to Mark Of The Unicorn’s Performer running 
on my Mac. The audio tracks were handled by the 
DPS16 and Performer handled all the MIDI sequences 
and automation. This combo worked well once I got 
a feel for how to get around on the DPS16. This feat 
did require frequent references to the manual for the 
first few hours (okay, several hours), as I didn't find 
the DPS16’s user interface intuitive at first. But after 
a few projects I was getting around fairly quickly. 

Tracking 
Once you figure out the process for routing the phys¬ 
ical inputs to tracks and the master bus for monitor¬ 
ing, the tracking process is pretty simple. The DPS16 
allows the user to create, name, and save 100 locate 
points per song. You can also have up to 250 virtu¬ 
al tracks that can be recorded, edited, processed, and 
mixed with other tracks. This makes it easy to track 
parts, do overdubs, record multiple takes, and 
create composite tracks comprising the best elements 
of various takes. The punch-in/out functions also 
worked well and can be automated, performed man¬ 
ually, or controlled with a footswitch. The DPS16 
provides phantom power to the XLR connectors on 
channels 1 and 2, which is a feature omitted by some 
of the competition. Input channel 8 allows the user to 
change the impedance to accommodate a standard 
line level device or a guitar/bass. Recording bass gui¬ 
tar direct sounded good, but electric guitar was less 
desirable; the DPS16 doesn't have a guitar amp sim¬ 
ulator and I felt the distortion effect was weak. I did 

AKAI DPSI6 
MANUFACTURER: Akai Professional, 4710 Mercantile Drive, 
Fort Worth, TX 76137. Tel: 817-831-9203. Web: 
www.akaipro.com . 
SUMMARY: All-in-one digital recording studio including 
digital mixer, 16-track recorder, and up to four simul¬ 
taneous effects. Will connect to a SCSI CD-R and 
ourn an audio or data CD-R/CD-RW. 

STRENGTHS: Excellent sound quality. Plethora of backup 
options. Comprehensive bit depth and sample rate 
choices. Phantom power. Dedicated monitor level 
<nob. Faders feel good. Waveform editing screen 
works very well. Pitch correction. Tiltable LCD 
screen with easily accessible contrast knob. Lots of 
dedicated faders, buttons, and rotary knobs. 

WEAKNESSES: Not always intuitive. Guitar distortion effect 
is weak and there aren't any guitar amp simulators 
on board. No sample rate conversion, dithering, 
noise shaping, or other word-length reduction mech¬ 
anism. Manual could be better. 
VERSION REVIEWED: v. 1.11 OS, Controller Revision 3 
RRtE: $2,795 

80FREEUT. f: 103 

like the fact that you can use the three-band equal¬ 
izers and/or effects in real time while recording. 

I was impressed with the sound quality of the 
tracks that I recorded using the DPS16. The quality 
was good even at the old standard 16-bit, 44.1 kHz 
resolution, and was even better at higher resolutions. 

A.KX' 

Mixing 
I liked the feel of the faders on the DPS16. Many prod¬ 
ucts today offer flimsy faders with virtually no resistance. 
The Akai faders, however, had a feel that was con¬ 
ducive to performing nice, smooth fades. There are 16 
dedicated faders and pan knobs and a total 26 inputs 
available at mixdown (16 tracks + eight analog inputs 
+ two digital inputs). These inputs can be routed 
through the three-band EQ on the channels and to four 
aux sends (routed to internal effects or externally for 

processing). The aux sends can be configured to 
operate pre or post fader, plus they can function 
as inserts for internal effects. The DPS16 offers 
a stereo master output with a single master fad¬ 

er, a stereo monitor output, a digital output, and 
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privacy of their own homes. 

It seems that every new day brings a new dotcom music 
retailer claiming to have the best selection and the lowest 
prices. Who are these aeople and where do they come from? 

call center is staffed by 
actual musicians, producers 

Get A FREE 180 Page Color Catalog! 
Call Toll-Free: 1-800-4-SAMASH 

page full-color catalog featuring thousands of the latest products from all of 
the leading manufacturers - it’s like holding a music store in your hands! 

Use your Sam Ash Credit Card 
and make no payments, pay 
no interest for six months on 
purchases of $500 or more!* 
Call 1-800-4-SAMASH today 
and get a copy of our 180-

Every major brand, every top 
model - including some that 
you won't find anywhere else! 

Only SamAsh.com offers the benefits of over 76 years of ser¬ 
vice to musicians. The Sam Ash family is- committed to deliv¬ 
ering their world-famous selection, service and famous dis¬ 
counted prices to musicians on-line. 

The largest selection of the 
hottest products all at the 
guaranteed lowest prices! 

No other on-line/catalog retailer can offer you the 
incredible selection of musical instruments, pro 
audio and accessories like SamAsh.com. Our huge 
70,000 square foot warehouse is packed with the lat¬ 
est and greatest from such leading manufacturers as 
Roland, Korg, Alesis, Yamaha, JBL, Crown, Mackie, 
Shure, Steinberg, Samson, dbx, Fender, and Gibson -
to name only a few! 

The Best Selection 
Our multi-million dollar inventory means the gear you want 
is always in-stock. And most orders are shipped out the very 
same day! 

it from a friend, travel to another planet or go with one 

of the most trusted names in the music industry! 

Personalized Service 
Your complete satisfaction is our only goal. That’s why 
SamAsh.com gives you 45 days to make sure you are totally 
happy with your purchase.* If you ever have a question, our 

Acoustic, electric, bass - you 
name it, we got it! In-stock and 

i ready to ship!_ 

and DJs ready to hancle any day satisfaction 
, „ ' , t GUARANTEE! " 

and all questions you might -\ —. 
have regarding our products and services. If you are ever dis¬ 
satisfied for any reason call (516) 932-6400 and an Ash fam¬ 
ily member will be glad to take your call. 

CIRCLE 44 ON FREE INFO CARD 

visit us on the web at www.samash.com or call 

1<8OO<4<SAIV1ASH 
twenty-four hours a day • seven days a week 

wed credit Call 1-800-4-SAMASH for con 

are fully detailed on the website or call 

Ocr staff is filled with musicians who will make 
sure that you find exactly what you are looking 
for - at the lowest price available. For over 76 
years guitarists have relied on Sam Ash for pro¬ 
fessional advice and service. We created 
SamAsh.com specifically for musicians that want 
Sam Ash style selection, price, service and 

expertise without 
having to leave the 

The Guaranteed 
Lowest Prices Mt Hill fattyp . 
Everyone claims to have tie »... 
lowest prices. But only 
SamAsh.com stands behird their claim 
with the industry’s best price protection policy Simply put, 
find a lower advertised price from an authorized dealer 
within 60 days of your purchase and we’ll beat it.* 



in Review 

SPECIFICATIONS 
Dimensions (mm) . 515 x 127.5 x 358.5 (with LCD tilted down) 
Display . 320 x 240 dot FSTN graphical LCD with back light 
Sampling Rates .32, 44.1,48, or 96 kHz 
Resolution . 16- or 24-bit 
Recording Media. 10 GB internal IDE hard drive, external SCSI port for adding 

additional hard disks or CD-R/W, MO. Jaz drives, etc. 
A/D Converters.24-bit 128-times oversampling, enhanced dual-bit 

delta/sigma modulation 
D/A Converters.24-bit 128-times oversampling, advanced multi-bi 

delta/sigma modulation 
Dynamic Range.>100 dB (100 Ohms terminated) 
Distortion Ratio. -0.003% (1 kHz @ 44.1 kHz sampling rate) 
Input level .-46 dBu to +4 dBu (max. +19 dBu, 1kHz) 
Analog Audio Inputs . Ch 1-2: 1/4-inch TRS/ XLR combo jack (balanced) with 

switchable phantom power on XLR connection 
Ch 3-8:1/4-inch TRS balanced/unbalanced connectors 

Analog Audio Outputs. M'aster Out: (2) RCA — unbalanced 
Monitor Out: (2) RCA — unbalanced 

Aux. Send: (4) 1/4-inch — unbalanced 
Output Level (Master Out, Monitor Out, Aux. Sends) . -1 0 dBj (max. +5 dBu. 

load impedance: 47 kOhms) 
Headphone Output . Stereo 1/4-inch connector 
Digital Audio I/O .S/PDIF on coaxial (RCA) connectors 

MIDI .In, out/thru 
SC51 . High-density 50-pin SCSI connector 

a stereo “ping pong bus." The “ping pong” 
bus can be used to submix multiple tracks 
down to either one or two tracks. For exam¬ 
ple, you might have drums recorded on six dif¬ 
ferent tracks that could be mixed down via the 
"ping pong bus” to a stereo mix to free up 
tracks, channels, effects, EQ, etc. I appreci¬ 
ated that both the monitor and headphone out¬ 
puts had easily accessible level controls. 

The mixer offers solo and mute functionality 
for each track and input. If you enter either solo 
or mute mode, you can select the desired 
channels. You can then globally turn off all 
solo/mute functions with a single button press. 

I did most of my evaluation with the DPS16 
synced to Digital Performer. I used Performer 
for sequencing MIDI tracks played on my 
Kurzweil K2500S and monitored the outputs 
of the keyboard through the DPS16. These 
tracks were then mixed with electric guitar, 
bass, vocals, acoustic guitar, and miscella¬ 
neous percussion instruments that I record¬ 
ed directly onto the DPS16. This process 
worked well and I was able to use the built-
in effects of the DPS16 to get a good final mix. 
I also used Digital Performer to automate lev¬ 
els and pan for the 16 audio tracks, the eight 
inputs, and the master outputs. 

In addition to accepting MIDI automation 
control, the DPS16 can store up to 16 scenes 
in a song. Each scene stores channel on/off 
status, channel level, channel pan, channel aux 
send settings, channel EQ settings, channel 
signal routing to the “ping pong” bus, master 

bus output level, “ping pong” bus output lev¬ 
el, aux send master level, and effects settings. 
These scenes can then be transmitted and 
stored as part of the sequence in an external 
sequencer such as Digital Performer. Thus an 
external sequencer is able to completely au¬ 
tomate a mix on the DPS16. It took me some 
time to figure out how to make this work, but 
once I got it going, it worked beautifully. The 
manual didn’t offer the detail I would have liked 
and had incorrect page references, mis¬ 
spellings, and omitted necessary information. 

Editing 
The DPS16 has a powerful, well-implemented 
cut/copy/paste editing engine. It has a large 
waveform editing screen and a jog/shuttle 
wheel to select edit points both visually and 
aurally. I found basic editing could be ac¬ 
complished very quickly and accurately, 
even editing multiple tracks at once. You can 
cut or copy tracks, then overwrite other 
tracks, insert into tracks, or even insert si¬ 
lence. You can also stretch or compress the 
time (length) of the audio on a track. For in¬ 
stance, you can copy an audio segment 
that’s 32 seconds long and insert it into a 
space that’s only 30 seconds long. The 
DPS16 will speed up the track without chang¬ 
ing its pitch to make it fit. f could time com-
press/expand up to 10% with minimal 
degradation; about what you’d expect. 

The LCD screen on the DPS16 is fairly 
large, easy to read, and has a contrast knob 

right next to the screen (where it belongs). 
This screen can be tilted so you can view it 
no matter where you are in relation to it. This 
simple feature is really useful as the screen 
can be tilted to optimum position when 
you're over working at a computer or stand¬ 
ing in front of a microphone 

Effects 
The DPS16 offers 44 different effects of which 
up to four can be accessed simultaneously. 
I thought the reverbs, chorus, flanging, and 
delay effects were good and I was able to get 
decent results with their basic editing controls. 
I didn’t particularly care for the sound quali¬ 
ty of the distortion effect, the compressor/lim-
iter, or the plates. There’s also a mono pitch 
corrector that I found worked surprisingly well 
on my voice. I used it to correct pitch incon¬ 
sistencies and to correct notes that I slid into 
pitch on. Use of the pitch corrector uses all 
of the effects processing power (Akai tells us 
this has changed in version 1.5; other effects 
are now available simultaneously with the 
pitch corrector), so no other effect can be 
used at the same time as the pitch corrector. 
However, it’s easy to use the pitch corrector 
and bounce the corrected track to a virtual 
track so you can use other effects. 

The DPS16 allows you to create a beat map 
to store time signature changes and a tempo 
map, but the current operating system version 
doesn’t offer a metronome. (Version 1.5 
adds a metronome to the DPS16; see sidebar.) 
Creating and storing the beat and tempo maps 
is very easy. You can view timing information 
in absolute time, relative time (related to a user-
definable offset) and/or bars/beats/ticks. 

Creating Audio CDs/Backing Up 
The DPS16 allows the user to take any track 
or pair of tracks and burn them onto a sup¬ 
ported SCSI CD-R or CD-R/W drive. You 
can continue to add tracks until you fill the 
CD and then you can finalize the CD so that 
it can be played on a standard CD player. 
Unfortunately, my Toshiba CD-R drive isn’t 

SIMULTANEOUS RECORD TRACKS 
SAMPLE RATE 32 KHZ 441 KHZ 48 KHZ % KHZ 

16-bit .10.10 10 8 
24-bit.10 10 10 6 

SIMULTANEOUS PLAYBACK TRACKS 
SAMPLE RATE 32 KHZ 44.I KHZ 48 KHZ 36 KHZ 

16-bit.16 16 16 8 
24-bit .12 12 12 6 

MISCELLANEOUS ITEMS/CHANNEL 
SAMPLE RATE 32 KHZ 44.I KHZ 48 KHZ 96 KHZ 

Aux Sends....4.4.4.2 
Effects.4.4.4.2 
3-band EQ .16.16.16.6 
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Akai DPSI6 

DPSI6 VERSION 1.5 
As this issue went to press, Akai 
announced new version 1.5 soft¬ 
ware for the DPS16. The new OS 
provides Ive major enhance¬ 
ments: A metronome has been 
added, additional MIDI System Ex¬ 
clusive commands are supported 
for remote control/automation, the 
Fitch Corrector has been im¬ 
proved, the Remaining Time Dis¬ 
play has been improved, and the 
operation of MIDI timecode slave 
sync has been changed. 
DPS16 owners should contact 

Akai Professional or visit 
www.akapro.çom for further infor¬ 
mation and details on how to ob¬ 
tain this update. 

supported by the DPS16, so I was unable 
to test this function. The manual states tha: 
you should contact your dealer or the Akai 
Professional Service Center for a list of com¬ 
patible drives. 

I am somewnat befuddled by why Akai of¬ 
fers 96 kHz sampling rates and 24-bit reso¬ 
lution in an all-in-one recording package 
when it has no function for converting these 
high-resolution audio files to 16-bit, 44.1 kHz 
for burning to a standard audio CD. Perhaps 
an update wJI offer a means to downsample 
and reduce the resolution of audio files. 

Besides audio tracks, you can also use 
your CD-R, CD-R/W. Jaz, Zip, or MO drive for 
backing up projects. With removable media 
such as Jaz, Zip, or MO you can even back 
up a project across multiple disks with the 
DPS16. Another backup option is to use the 
S/PDIF digital I/O to back up projects to a DAT 
recorder. It’s refreshing to find a stand-alone 
hard-disk recording system that actively sup¬ 
ports multiple means of data backup. 

Conclusions 
Initially I found the DPS16 a bit cumber¬ 
some to work with. But after a few days, I 
started to get comfortable. I did frequent¬ 
ly need to re'er to the manual, which I found 
to be somewhat cryptic and frustrating. 

On the positive side, the DPS16 really is 
a stand-alone, high-resolution studio-in-a-
box — its 16 tracks, 250 virtual tracks, au¬ 
dioediting, mixing capabilities, and effects 
processor make it powerful enough to allow 
users to realize complex musical arrange¬ 
ments quickly and easily. Plus, the tracks I 
■ecorded on the DPS16 sounded fabulous 
— and isn’t that what it’s all about? ■ 
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24-bit Analog I/O • 24/96 Digital I/O 
Two MIDI Ports 

Lynx Studio Technology, Inc. 
1048 IRVINE AVE. =468. NEWPORT BEACH. CA 92660 ph.949.515.8265 • www.lynxstudlo.com 

f "Sonically, the LynxONE is 
top quality. Easy install 

and crash free operation-
offers I/O and sync options 

professionals expect. 
One could use this card 
for a big-buck master 

session or block-buster 
movie without any 

reservations." 

“The LynxONE is an 
excellent mastering 

card in terms of sound 
quality and flexibility. 

Suitable for today’s 
professional studio.” 

AUDIO QUALITY: 5 [out of 5!] 

-Electronic Musician 
August 1999 

- Pro Audio Review 
April 2000 

“It's extremely 
clean, very clear, 

and amazingly 
accurate. 

Rock solid with a 
wide range of 

programs.” 
-Recording Magazine 

February 2000 

CIRCLE 26 ON FREE INFO CARD 
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Strong bite. Snare drum, in particular, 
was nicely enhanced by Tube Sat. 

The second sonic tailoring option of¬ 
fered by the T-Comp is the Filter, which 
places a 300 Hz low-pass filter into the 

MINDPRINT T-COMP 
TWO-CHANNEL COMPRESSOR WITH 
TUBE SATURATION 
By Mitch Gallagher 

unit’s internal sidechain, making the 
compressor less sensitive to low frequencies. This helps to bal¬ 
ance bass-heavy signal's mid- and high-frequency response. 
Filter works well for tightening up the low-end of boomy tracks. 

BASICS: The MindPrint T-Comp is a two-channel compressor that 
offers several “extras.” Among these are variable tube satura¬ 
tion, insert points on each channel, a switchable 300 Hz 
sidechain filter, and defeatable Adaptive (signal-dependent) at¬ 
tack and release times. Input connections are "combi" balanced 
XLR/1/4-inch jacks. Two outputs per channel are offered, XLR 
and 1/4-inch; both can be used simultaneously. Each channel 
also has a 1/4-inch insert point for routing signal to and from ex¬ 
ternal processors before it hits the compressor circuit. There is 
no external sidechain connection. 

Housed in a single-rackspace chassis with a handy window 
to show off the glow of the tube, the T-Comp has a rear-panel 
slot that can accept optional 24-bit coax digital I/O (DiMod, 
$249). 

PROS 6 CONS: After wiring the T-Comp up, the first thing I discovered 
is that it passes signal with power off! On investigating the man¬ 
ual, I found that the power switch indeed doubles as a hardwire 
bypass switch. In addition, each channel has its own bypass 
switch; this is great for dual-mono operation, but a pain for stereo 
signals. The bypass switches often click or pop when toggled; 
this is distracting when A-B'ing dry and processed signals. 

The T-Comp can be used in either dual-mono or stereo 
(Link). In Link mode, Channel A's settings control both chan¬ 
nels (although this isn’t made clear in the manual). The unit uses 
a soft-knee compression approach. It would be nice to also 
have the option to switch to hard-knee processing at certain 
times. You can set the unit up manually (you’re given control 
over threshold, ratio, attack, and release) or hit the Adaptive 
switch, which turns on signal-dependent attack and release time 
(the attack/release controls remain active). Adaptive worked 
well with lower ratios and light compression; with heavier com¬ 
pression, I had better luck setting things manually. 

Sonically, I’d say the T-Comp falls into the "moderately col¬ 
ored” category — its compression adds some round lower-
midrange fatness to signals. But there are two ways to push 
the unit into the “extremely colored" category: The Tube Sat con¬ 
trol adds tube-generated upper harmonics to the signal when 
the threshold is crossed; an LED changes color to indicate how 
heavily the signal is being affected. If overdone on signals such 
as vocals, Tube Sat can get harsh and buzzy sounding — a 
little bit goes a long way. But on drums and percussion, the ef¬ 
fect is excellent, making each hit jump out of the track with 

BOTTOM UNE: The T-Comp offers quality compression, good sound, and 
a number of useful extras. It ain't cheap, but if you desire control¬ 
lable tube saturation with your compression, the cost is justified. 

MINDPRINT T-COMP 
PRICE: $1.099 
CONTACT: MindPrint. dist. in the U.S. by Steinberg. 21354 
Nordhoff St. #110, Chatsworth. CA 91311. Tel: 818-678-
5100. Web: www.mindprint.com EQ free lit. #112. 

NATIVE INSTRUMENTS B4 VIRTUAL ORGAN 
A SOFTWARE SYNTH FINALLY NAILS 7FMTSOUND 
By Craig Anderton 

BASICS: This Mac/PC plug-in, which also functions as a stand-alone 
application, models the sound of a Hammond B3 (including ro¬ 
tating speaker and tube preamp). It’s compatible with Sound¬ 
manager, VST 2.0, MOTU MAS, and Digidesign DirectConnect 
(supports two output channels in dual mono; an update will sup¬ 
port two mono and one stereo output). System requirements are 
reasonable — for the Mac, a 250 MHz PowerPC, 64 MB RAM, 
Mac OS 8.5 or higher (the manual says 8.0), and Opcode OMS 
or MOTU FreeMIDI and compatible MIDI interface; for Windows, 
266 MHz Pentium, 32 MB RAM, Windows 9X/2000/NT 4.0, OS-
compatible sound card, and MIDI interface. Copy protection 
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The world's smallest recording studio. 

Multi-Track Recording, internal Bass and Drum patterns, 
Guitar Effects, Amp Modeling and a Built-in Microphone. 

All downloadable onto a Smart Memory card 
from a box small enough to fit in your jacket pocket. 

If you've ever wanted to record on-the-fly, 
check out the new Palmtop Studio from Zoom. 

For more about the world's coolest signal processing, call 516-364-2244, fax 516-364-3888, 
email sales@samsontech.com or visit www.samsontech.com. ©2000 Samson 
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involves inserting the CD periodically for verification. Installing 
MIDI and audio connections was a cinch, as was running B4 
as a plug-in under Cubase VST. 

B4 works with ASIO on either platform, and supports Di-
rectSound or (at the cost of greater latency) MME drivers on the 
PC. With ASIO, playing B4 was a very satisfying experience, with 
negligible latency and gobs of polyphony when using my 850 
MHz overclocked Celeron. 

The program includes 120 useful presets (10 banks of 12), 
and, like the original, you can save and recall programs with the 
inverse-color keys on the keyboard manuals. Speaking of man¬ 
uals, the two manuals, as well as the bass pedals, can either 
respond to three different MIDI channels, or split from one chan¬ 
nel. Regarding the other kind of manual, there is a printed ver¬ 
sion that's well written and concise. 

PROS6CONS: This is one of those rare programs that has it all. The 
interface is highly literal, the software is easy to tweak, the sound 
is fabulous, and the emulation is spot on. You can use a MIDI 
fader box such as the Peavey PC-1600 to play with the “draw¬ 
bars” — a real plus to hardcore Hammond fans. The keyboard 
even responds to velocity, in case you’re one of those people 
who sampled your organ so you could have velocity control. And 
the voice-stealing algorithm is very clever: rather than steal notes, 
B4 steals the top partials of older sounds (each tone wheel is 
emulated individually). If you push polyphony to the limit (ad¬ 
mittedly hard to do), you don’t really notice anything missing, 
except perhaps a somewhat duller sound on some notes. A 
more off-the-wall feature is the ability to process signals through 
the distortion and rotating speaker. My wish list is short indeed: 
response to pitch bend and pressure (pressure is a wonderful 
controller for rotating speaker speed). 

BOTTOM UNE I've been to a lot of studios with a venerable B3, of¬ 
ten lovingly maintained, off in a corner for availability on ses¬ 
sions. If you can't afford the real thing, or don't have the space, 
B4 is an uncannily satisfying substitute. I’ve heard a lot of or¬ 
gan emulations in my time, but this is the real deal. 

NATIVE INSTRUMENTS B4 
PRICE: $199 
CONTACT: Native Instruments USA, 6477 Almaden Expy., 
Suite D2-F8, San Jose, CA 95120. Web: www. 
native-instruments.com EQ free lit #113 

STEDMAN PROSCREEN P5I0I 
HIGH-TECH POP SCREEN FILTER 
By Mitch Gallagher 

BASICS: Pop filters aren't an area where we’ve seen much high-tech¬ 
nology development focused; for many recording engineers 
pantyhose stretched over a wire loop is considered cutting-edge. 
Stedman saw the need for a better, more professional pop fil¬ 
ter. The result is the ProScreen PS101 ; a 4.6-inch diameter pop 
filter utilizing a patented “polarized” metal screen. The PS101 
screen is attached to a 13-inch flexible rubber-coated goose¬ 
neck, which has a clamp for mounting to a mic or boom stand. 
(Also available for $49 is the ProScreen 100, the same pop 
screen filter as the PS101, but mounted to a threaded mic stand 
adapter instead of a gooseneck/clamp.) There's no “surround" 

or rim/frame on the PS101; just a circular sheet of wire mesh 
mounted to the gooseneck. 

PROS&CONS: Stedman says the wire mesh in the PS101 is “polar¬ 
ized.” By this I'm assuming they’re referring to the fact that the 
mesh doesn’t just disperse airflow, it redirects it in a downward 
direction, away from sensitive mic diaphragms. You can clear¬ 
ly verify that this is working; just blow through the PS101 while 
holding your hand on the other side. This “polarization" also 
means that there's one side of the unit that works well, and one 
that doesn’t (the side with the Stedman logo is the “good” one). 

I set up a comparison using a stock six-inch fabric filter and 
the ProScreen in front of an Audio-Technica AT4050cm5 mic. 
Some of Stedman's claims I don’t buy (such as “increased com¬ 
fort for the vocalist"), but others are right on the mark, such as 

more effective pop elimination and sonic transparency. How¬ 
ever, on severe pops (saying “puh" with an exaggerated “p"), 
the ProScreen added the barest hint of high-frequency “sss” to 
the tone that wasn't there with the fabric filter. 

My other concern is durability; just because the ProScreen 
is metal doesn’t mean that it’s indestructible. I twisted a bit on 
the one I had, and the screen began to crack free from its mount. 
The metal mesh seems fairly resilient, but I'm betting you could 
bend it to where it would “crease” or wouldn’t snap back (I 
didn’t push my luck with the review unit). Under normal cir¬ 
cumstances, it should be fine — just be careful no one sits or 
steps on it. (Stedman tells us the ProScreen is covered by a life¬ 
time warranty, and that they’ve never had one fail.) 

On the plus side, you’re not going to accidentally push some¬ 
thing through the metal mesh the way that you can with a fab¬ 
ric filter, and the ProScreen is much easier to clean and dry. 

BOTTOM UNE Fifty-nine dollars for a pop filter may seem steep, but keep 
in mind that, under normal use, the PS101 should last a lifetime. 
It’s also easier to keep clean than a fabric screen. Most important, 
it really does seem to be more effective than fabric in diverting air 
blasts — and it does this in a sonically transparent way. 

STEDMAN PROSCREEN PSIOI 
PRICE: $59 
CONTACT: Stedman, 4167 Stedman Dr., Richland. Ml 49083. 
Tel: 616-629-5930. Web: www.stedmancorp.com 
EQ free lit. #114. 

EQ I NOVEMBER2OOO I 118 



SONY 

THE www.sony.com/proaudio 

Iras 

Soundmirror Mixes NY Philharmonic on DMX-R100 • YES Uses DRE-S777 

FALL 2000 
-ISSUE *9 

SONY PRO AUDIO NEWSMAGAZINE 

Mut.c Studios 
® •• $ « 

Herbie Hancock Honored 

by Sony, as a Media Master at 

AES 2000 in Los Angeles 

Media 
Master 

Sony Music Studios 
Installs Second 

Oxford Console 

Oxford 
Again 

Sony Music Studios 

5 S . 

A Supplement To United Entertainment Media, Inc. 



Angel. 

the grand canyon Arizona 

New York, NY 

avatar studio New York, NY 

- -

GIANDOMENICO STUDIOS I CollîngSWOod, NJ 

IN SEARCH Q 
ÇfCT 
i_ 

We’ve sampled and captured 
the actual reverberant 

characteristics of some of the 
finest acoustic environments in 
the world. Why? Because this 
is the underlying principle behind 
the Sony DRE-S777 Digital 
Sampling Reverberator. 

The DRE-S777 uses highly ad¬ 
vanced signal processing to cap¬ 
ture real sound spaces 
with incredible, detailed precision. 
The result? The most realistic re¬ 
verb ever... because it recreates 
the “real” ambience of actual 

concert halls, cathedrals and 
studios. To quote Tom Jung 
from the 12/99 issue of Pro Au¬ 
dio Review, the DRE-S777 is 
“Second only to being there.” An 
entire CD-ROM filled with 
some incredible sounding plates 
and spaces comes with the unit*. 

A growing library of optional 
CD-ROMs is available including 
“European Halls & Churches” 
and the latest US release that 
includes some great American 
studios, churches, concert halls 
and the ultimate reverberant 
space, the Grand Canyon. 

The proof is in the listening, 
so call 1-800-472-7669 ext. S777 
today to order your Free 
Demonstration CD and VHS 
video tape and experience the 
difference between reverb effects 
and “real” space. 

SONY 
1-800-472-SONY ext S777 

www.sony.com/proaudio 
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^eiÎ§œR^WB5lB^lasters Award 
Commemorating 50 years 
of recording media 
innovation, Sony selected 
Herbie Hancock, platinum 
recording artist and keynote 
speaker of the Audio Engi¬ 
neering Society 109th Con¬ 
vention, as the recipient of the 
third Media Masters Award. 
The award presentation took 
place during the AES con¬ 
vention. 

Created by the Media 
Solutions Company to 
celebrate Sony’s 50th An¬ 
niversary in recording me¬ 
dia, the Media Masters 
Award recognizes a select 
group of leaders in a 
number of industries for 
their pioneering creative ef¬ 

forts in the art of recording. Previous recipients include: CBS’s Bri¬ 
an Fuss and 60 Minutes creator and executive producer Don Hewitt. 

A seven-time Grammy-winning jazz icon, Herbie Hancock 
recorded Takin ' Off, his debut solo album which featured the top 
10 hit “Watermelon Man,” for Blue Note Records in 1963. Over the 
course of his career, Hancock has worked with a number of visionary 
artists, including the legendary Miles Davis. In 1973 he pioneered 
‘fusion,’ an amalgamation of sounds which 
incorporate funk, rock, and jazz. 

That year’s platinum Headhunters album marked his first 
recording with a synthesizer and became the largest-selling jazz al¬ 
bum in history. His score for the film Round Midnightwon an Acad¬ 
emy Award in 1986. 

Audio Legacy 
Al Jolson, Jr., owner of Masterlink Studios in Nashville, TN, (pictured be¬ 

low left with Sony's Art Gonzalez, Mike Poston of Equipment Pool, 

and engineer Chad Hailey), is carrying the high-tech audio legacy of his 

father into the 21st century. His studio recently acquired the Sony 

PCM3348HR digital multitrack recorder. The 48-channel, 24-bit system, 

which uses standard DASH tape, is proving to be a formidable bridge to the 

high-tech digital world, even for die-hard users of analog equipment. 

armón ic on DMX-R100 
Blanton Alspaugh, engineer/producer at Soundmirror, a full-service recording/post¬ 
production facility in Sharon, MA, recently completed a mix project for the New York Phil¬ 
harmonic and Dawn Treader Productions (NY) with the studio’s brand new 
Sony DMX-R100 digital console. 

“The multitrack editing was completed here on a 24-track Sonic Solutions editing 
system,” explains Alspaugh. "We then ran the material straight into the R100 and mixed it 
to a Sony PCM9000. The goal with an orchestral project like this is to achieve absolute son¬ 
ic transparency. What you get out of the system has to equal what you put in with no changes 
in detail or ambience. On that score, the R100 really delivered.” 

The music from the New York Philharmonic will be featured on a CD for the 
American Cancer Society tided Music of Hope. Scheduled for release in early 2001, the CD 
contains additional musical selections from the London Symphony Orchestra, 
conductor Andre Previn, Billy Joel and Paul McCartney. Shown with the DMX-R100 in Sound¬ 
mirror’s Studio C are (1-r) : Larry Rock, audio director, New York Philharmonic, Alspaugh, and 
Matt Singer, project producer, Dawn Treader Productions. 

www.sony.com/proaudio • FALL 2000 • SONY SOUNDBYTE 
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With a history that dates back over 30 years, and over 30 albums to 
their credit, YES has clearly carved out their well-deserved place in 
the musical history books. Always striving to achieve the finest sound 
both in the studio and live, the band used a new reverb on their sold-
out summer Masterworks tour: the Sony DRE-S777. 

Performing with a classic lineup that includes Steve Howe on 
guitar, Chris Squire on bass, Jon Anderson on vocals, Alan White on 
drums, and recent newcomer Igor Khoroshev on keyboards, the band 
called upon long-time Clair Brothers talent Dave Wilkerson to han¬ 
dle the FOH mixing chores. During the course of a career that includes 
working with such acts as U2, Fleetwood Mac, .38-Special, and The 
Tubes, Wilkerson had used almost every piece of gear out there. Then 
he got his hands on the Sony S777. 

"My first impression was that it was the best sounding reverb, 
‘out of the box,’ I have ever heard,” he states. "It’s really incredible 
sounding. Without having to tweak it at all, it gave me a 
three-dimensional sound through two speakers.” 

SoundByte caught up with Wilkerson at a recent show at New 
Jersey’s PNC Bank Art Center, which was recorded by the Sheffield 
mobile truck to a Sony 3348 for a recent radio broadcast. 

"I’m using the ‘Concertgebouw’ sample on Alan White’s 
drums, and ‘Musikvereinsaal’ from Vienna on John Anderson’s 
voice,” explains Wilkerson. "The S777 is configured for mono 
in/stereo out, patched directly into the console. It’s great that I 
have two stereo reverbs in one unit.” 

The S777 features four channels of analog output and, with 
the optional DSP card, it can handle a full four channels of 
AES/EBU digital output as well. 

Will Alexander, keyboard technician and engineer for YES, 
along with Emerson, Lake, and Palmer, Herbie Hancock, and oth¬ 
er notable keyboardists, also has high praises for the S777. 

“I was speaking with Jon Anderson, and told him that I had 
heard this Sony Digital Sampling Reverb that sounded 
‘god-like’,” explains Alexander. “He responded that he would like 
to hear a ’god-like’ reverb. I then got in touch with the guys at 
Sony, and they kindly provided us one for the YES 
Masterworks Tour.” 

Alexander comments on what happened the day they re¬ 
ceived their new S777: "When Dave Wilkerson, FOH Engineer for 
YES, heard the S777, he was also blown away. He just unplugged 
the high-end digital reverb that was being used for the tour, and 
put it back on the truck — where it resided for the rest of the 
shows.” 

Interestingly, Alexander also notes that during his years work¬ 
ing for Fairlight Instruments, he felt that the future of digital tech¬ 
nology would bring about software-based devices that would rev¬ 
olutionize digital signal processing beyond the then current 
hardware-based technologies. 

“One day a friend of mine showed me some software that 
mapped the floor of the ocean, giving a 3D terrascape of the con-



The band explores new 
sonic dimensions on the 

road with the help 
of Sony’s DRE-S777 
Digital Sampling Re¬ 

verb. 

tours,” Alexander remembers. “I immediately responded that it 
would be great if it were possible to map existing audio environ¬ 
ments, such as concert halls, cathedrals, or even the Grand 
Canyon. 1 had known that others were trying to achieve the map¬ 
ping of an audio environment, but when I heard the S777,1 said 
‘It’s about time.’” 

Now that the band had a new reverb in the racks, it was time 
to put it to the test. 

"After the show on the first night 1 used the S777, Alan White 
had commented on the change in the sound of the drums, and 
asked what I had done,” states Wilkerson. “I told him I have a new 
reverb. He noticed it from onstage, and heard that it had made a 

big difference.” 
The acoustic environments used by Wilkerson on the YES tour 

come from the European Halls & Churches CD-ROM. 
Wilkerson, who also owns Right Coast Recording in 

Lancaster, PA, comments that he also liked the S777 because he 
feels its approach is different than other reverbs. "It’s so much 
more than a generic room sound that you have to 
constantly adjust to your needs,” he states. “This reverb actu¬ 
ally has real rooms that you can just dial up. They are great 
sounds to start with, so you don't really need to go in and adjust 
anything. YES sounds great with the S777, and I can’t wait to get 
my hands on the American Acoustic Spaces disc!" 

New Software For 

The DRE-S777 Digital Sampling Reverb introduced by Sony Elec¬ 
tronics last year is being enhanced with new optional software, in¬ 
cluding the DASK-S704 Sampling Function Software and two CD-
ROM-based Sampling Reverb Software packages: DASK S702, 
"American Acoustic Spaces,” and DASK-S703, "Japanese Acoustic 
Spaces.” 

The DASK-S704 Sampling Software harnesses the DSP pow¬ 
er of the S777 to allow users to sample their own spaces and store 
them on Memory Stick media. 

“The potential applications are limited only by the imagination,” 
offers Paul Foschino, marketing manager for Sony Pro Audio. “Studios 
can capture their ‘A' room and add it to overdubs done in a vocal booth 
or one of their other rooms. Film and video production people can cap ¬ 

algorithms of well-known recording studios and halls. Among these 
are Oceanway Studios and The Enterprise in Los Angeles, Avatar Stu¬ 
dios in New York, and Gian Domenica Studio in New Jersey. It also 
includes the Cathedral of St. John the Divine, Mechanics Hall in 
Worcester, MA, and the Grand Canyon. 

The “Japanese Acoustic Spaces” disc offers unusual and fas¬ 
cinating spaces, including the Goto Planetarium Dome in Tokyo, 
the Hotaka mountain range, and a bathhouse named “Tamano-
yu,” also in Tokyo. 

"Until now, the available sampled spaces were primarily concert 
halls and churches, most with pretty long reverb times,” states Foschi¬ 
no. “With the introduction of the American disc, we now have a num¬ 
ber of great sounding studios, with medium-decay-time and bright re¬ 

verb characteristics that are perfectly 
suited for pop music pro¬ 
duction. And the Japanese 
disc adds some truly exot¬ 
ic ambient spaces that 
take the system to a new 
level.” 

ture the ambience of unique locations 
such as train stations or 
warehouses and use them 
later to match up ADR or 
Foley tracks with produc¬ 
tion sound. Uve engineers 
can add the ambience of a 
concert hall to enhance the acoustics of a small theater or a club. The 
list of possible uses is almost endless.” 
DASK-S704 key benefits include: 
• Reverb data may be uploaded and downloaded into a Memory Stick 
storage devices from the memory in the DRE-S777 
• Large capacity Memory Stick media (64 MB for about 15 stereo 
samples) 

Following the release of the DASK-S701 software, 
"European Halls & Spaces,” late last year, the newest additions 
to the DRE-S777’s growing support library, DASK-S702 and 
DASK-S703, offer a diverse mixture of pre-recorded spaces. 

The “American Acoustic Spaces” disc includes reverb sample 

Both the "American” and "Japanese” discs come with detailed 
documentation on the sampled spaces and an individually coded Mem¬ 
ory Stick key that allows secure operation of the sample disc. 

“These new discs support our plan to provide users with a diverse 
and growing array of sounds and locations,” Foschino reports. "Build¬ 
ing a library of sampled spaces around the world is time 
consuming and challenging, but the results are well worth the effort. 
These sampled spaces have a complexity and depth that set them apart 
from standard synthesized reverb. The S777 is the most natural sound¬ 
ing reverberation system we’ve ever made.” 

The DASK-S702, S704, and S704 are now available at a 
suggested list price of $930 per disc. 
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Sony Music Studios 

I 

Room 311, 

When Sony Music Studios 
needed a versatile 
workhorse of a console 
for a recent studio 
upgrade, they (again) o 
chose the OXF-R3 
Oxford digital board. 

At the comer of 54th Street and 10th Avenue on Manhattan’s West Side, 
Sony Music Studios is perhaps New York City’s single most impressive 
production facility. Considering the sheer volume and diversity of activity 
here, to call its range of services comprehensive seems like an under¬ 
statement. From music recording, mixing, mastering and 
remastering, to live performances, video shoots, editing, and post¬ 
production for film and television, Sony Music Studios offers every con¬ 
ceivable service for the creation of entertainment content. 

Given the staggering amount of work taking place every day at Sony-
Music Studios, the facility’s versatility and technical excellence is essential. 
It’s no surprise, then, that when the decision was made to upgrade Stu¬ 
dio G, the console of choice was an 0XF-R3 Oxford digital board. Installed 
in early Summer 2000, the 0XF-R3 in Studio G is the second at Sony Mu¬ 
sic Studios, joining the Oxford in Room 311 in the classical music divi¬ 
sion. 

In the last four years, DVD and surround sound have become the 
buzzwords in both the professional audio and consumer electronics 
industries. The theme of September’s 109th AES Convention, in fact, is 
"Surrounded by Sound.” DVD, furthermore, is the most successful prod¬ 
uct introduction in the consumer electronics industry's history. Offer¬ 
ing convergence of high-resolution audio and video — and, of course, 

capable of delivering multichannel audio—DVT) is a hit with consumers, 
more and more of whom are both equipped with sophisticated home the¬ 
ater systems and hungry for entertainment content. 

For Sony Music Studios, where so much content is already 
generated, this equates to an even busier production schedule. And for 
Studio G, primarily—but not exclusively—an audio post-production 
suite, it means being equipped with a console that can handle 
whatever is brought to it. 

"We do pretty’ much every facet of audio for television, film, and 
video,” explains Michael Fisher, senior engineer, Sony Music Studios. "In 
the last four years, we’ve been extremely involved in DVD, and that is a 
good portion of what we do in this room now. We use a lot of 
surround capabilities of the Oxford, as well as stereo.” 

Adds Susan Pelino, director of audio post production, Sony Music 
Studios, and one of this year’s TEC Award nominees in the category of 
Audio Post-Production Engineer for Television: “The room needed to be 
versatile, to handle a very, very wide spectrum of both music, docu¬ 
mentary, and other television shows and specials. We needed a desk that 
could handle virtually anything we put in the room, including music mix¬ 
ing as well.” 

Case in point: Sessions at West 54th Street, a wildly popular 



I by Christopher Walsh 

program featuring intimate performances by top artists (from the main manufacturers are represented in the console installations here. 
stage at Sony Music Studios) is produced entirely in-house. Three sea¬ 
sons of Sessions have already aired, providing an abundant catalog of 
memorable performances. Recently, it was announced that selected 
episodes of Sessions would be released on DVD. Already, two “Best Of’ 
compilations of Sessions performances have been mixed in 5.1 surround 
for DVD release. Sony’s main stage has also hosted a variety of programs, 
including VH Is Storytellers and Hard Rock Live, MTV Unplugged, and 
Live By Request, which airs on the A&E Network. 

"We’ve been doing so much music here at the studio, ” says Pelino. 
“A lot of the shows Mike and I have already mixed are now coming back 
to us for DVD.” 

Considered by many elite engineers and producers to be very well 

"Sony Music Studios is a very independent facility,” emphasizes 
Courtney Spencer, VP, Professional Audio Group, Sony Electronics. 
“They buy what is right for the facility. Some people say, ‘Sony studio, 
Sony console.’ But, in fact, they buy what is right for them, as 
evidenced by the fact that they have other digital and lots of other ana¬ 
log consoles here.” 

David Smith, VP, Engineering, Sony Music, confirms this. He, along 
with Senior VP, Sony Music Entertainment Al Smith and 
engineers Fisher and Pelino, spent the better part of six months re¬ 
searching the many digital console choices available. “All along, Al’s think¬ 
ing was to be able to do music in the room, in addition to post,” Smith 
notes. “The trouble with post consoles is that they’re stripped down, they 

suited for surround mixing, the 
Oxford lends itself especially well 
for DVD projects, a growing source 
of revenue for high-end recording 
facilities. But audio professionals 
have more to say about the Oxford 
than its 
formidable flexibility and power. 
Regardless of geographic 
location or musical genre, time 
and again one will hear producers 
and engineers marvel at the Ox¬ 
ford’s sonic superiority. “At Sony 
Music Studios, an exhaustive study 
was made of every large-format 
digital console on the market,” ex¬ 
plains Brian McKenna, director of 
audio operations and marketing, 
Sony Music Studios. “We took ‘the 
temperature’, of a lot of outside en¬ 
gineers, as well as our in-house engineers,” McKenna recalls. “They pret¬ 
ty much all voted for the Oxford, as did the clients—the producers. You’ve 
got to go with that.” 

As Pelino noted, Studio G has to be able to service 
traditional music mix projects as well as audio post-production, 
and, to that end, a pair of custom Augspurger monitors have been 
installed in addition to the Miller & Kreisel surround array. 
Studio G is also configured with a Pro Tools rig, the digital audio 
workstation now employed on a healthy majority of album 
projects. 

"A lot of hip-hop and pop producers are primarily recording direct 
to Pro Tools now,” McKenna points out. “And Pro Tools is 24-bit, so all 
they have to do is bring in their files or their own Pro Tools system, 
connect it directly to the Oxford, and begin mixing. We can make sure 
the systems match, they can bring their file, put it in, and they’re good 
to go. It really works well.” 

If you are tempted to think that Sony Music Studios is under 

don’t have all the bells and whis¬ 
tles that music mixing consoles 
have, primarily to do with signal 
processing. The Oxford has sev¬ 
eral different equalizers and dy¬ 
namics sections that you can pick 
from. And I’ll say this on the 
record: this desk is the best¬ 
sounding. Every desk has its at¬ 
tributes, but sonically, this is 
head-and-shoulders above.” 

“What David said is very 
true,” Fisher adds. “I couldn’t see 
any other digital console 
bridging the gap between the 
various format responsibilities 
that we have. I know it’s 
satisfying the engineers in the 
classical music division. The 
flexibility of the EQ and 

compression is unmatched in the other consoles we looked at. The 
routing is extremely flexible. It all goes back to the fact that everything 
we looked for in a large console is here, even beyond what we 
would expect.” 

With several surround mixes for DVD already completed for 
artists, including Gloria Estefan and Bruce Springsteen, Studio G 
is heavily booked as a busy fall season heats up. Reflecting on the 
technical capabilities and the resulting diversity of work in the 
room, one realizes that Sony Music Studios’ Oxford-equipped Stu¬ 
dio G is, in fact, a microcosm of the larger facility. Sony Music Stu¬ 
dios is a powerhouse in the recording business, and, as such, the 
best equipment is necessary. 

“Having worked in studios all over the city,” Fisher 
concludes, "I can say this studio is a unique environment. I don’t 
know of any place that covers as broad a spectrum as Sony Mu¬ 
sic Studios.” 

pressure to purchase Sony professional audio equipment, think 
again. Twenty-four rooms — yes, you read that correctly — are 
dedicated to audio at Sony Music Studios, and several other 

Christopher Walsh is a New York-based writer and musician 
who has written for Billboard, Pro Sound News, Gig 
Magazine, Videography, and Media line. 
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I Kt Sony launches a full array of 
jK ■ H ■ I I versatile new products on the 

K show floor at the Los Angeles 
Convention Center. 

Delivers 
at AES I 
2000 ' 

WRR-862B 
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CDR-W66 

New Wireless Components 

Building on the success of the 800 Series UHF Wireless Microphone 
System, Sony Electronics is introducing the latest additions to the 
wireless microphone family: the newly developed WRT-847B UHF 
Synthesized transmitter unit, its interchangeable microphone heads, and 
the WRR-862B UHF synthesized Dual Diversity Tuner. 

CDR-W33 
Additional Features 
• 32 kHz - 48 kHz built-in 
sampling rate converter 
• Recordable and re-recordable 
recording media support 
• FL display 
• I/Os equipped with Coaxial 
Digital, Optical Digital, Analog 
Unbalanced phonejack 
• 2U rack-mountable size in 
EIA. 

Professional Company, Sony Electronics Inc. “These include selectable 
DSP functions like Parametric EQ, Limiter & SBM (Super Bit Mapping), 
and high-quality, 24-bit AD/DA conversion.” 

Physically similar, and sharing many of the same features, the 
innovative CDR-W66 and CDR-W33 offer CD-TEXT™ 
support, which allows disc/track names to be displayed and en¬ 
tered from the front panel AMS controller, the supplied remote 
control, or an optional PC keyboard. Remote transport control can 
also be accessed via Control-S or a PC-compatible keyboard. In 
addition, the CD recorders include a wireless/wired remote unit. 
The CDR-W66 will be available in January 2001; the CDR-W33 will 
be available in early October for a suggested list price of $799. 

In addition to functions found 
on the CDR-W33, the CDR-W66 offers such key features as: 
• Word Clock interface 
• 32 kHz - 96 kHz sample rate converter range 
• Selectable SCMS modes 
• AES EBU digital I/O, balanced XLR analog I/O 
• RS-232C and parallel (GPI) control ports 
• 2X speed duplication link for dubbing audio titles (using two 
CDR-W66 units) 

• DSP functions available on digital inputs as well as analog 

Sony Unveils CD Recorder Offerings 
For The Pro Audio Market 
At AES 2000, Sony Electronics is unveiling its first two CD recorders 
for pro audio applications. The CDR-W66 is designed for mid- to 
high-end recording studios and broadcast 
production (television and radio); the CDR-W33 targets more cost-
conscious users, but offers most of the capabilities of its higher-
priced sibling. 

“Both units incorporate several unique features,” offers Court¬ 
ney Spencer, vice president, Professional Audio Group, Broadcast and 

SONY 
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“Compatible with Sony’s existing receiving systems, the WRT-847B 
allows flexible simultaneous multichannel operation and operates over a 
24 MHz frequency band,” explains Spencer. “Suitable for a wide range of 
broadcast, concert sound, and other applications, the WRT-847B is a 
really versatile product.” 

Five types of microphone heads are available for use with the 
WRT-847B. The CU-F780, CU-G780, and CU- E700 optional microphone 
capsules are designed for vocal applications such as broadcasting and live 
concerts. The CU-E672 and CU-F117 microphone capsules are intended 
for interviews in news gathering and field productions. 

The WRT-847B transmitter unit offers several important key fea¬ 
tures, including: selectable RF output level (10 mW for multichannel 
operation and 50 mW for long working distance); audio gain and at¬ 
tenuation setting from +9 dB to -12 dB in 3 dB steps; and an easy-to-
read LCD that indicates extensive information on 
operating conditions such as channel number, wireless channel 
frequency in MHz, audio input level, compander time constant, bat¬ 
tery status, and accumulated operating time. 

The compact new WRR-862B unit also operates over a 24 MHz 
frequency band and it has two built-in tuner modules to meet the 
demand for two-channel reception in ENG and EFP applications. 
Designed so that it can be easily mounted on Sony cameras, the 
tunei’s magnesium diecast body is extremely lightweight and 
rugged. 

“The WRR-862B can simultaneously receive two independent 
signals on two separate channels, “reports Spencer. “The space di¬ 
versity system is employed to eliminate signal dropout and provide 
stable reception.” 

Two SMC9-4S (Sony 4pin) audio output connectors are 
provided on the top panel. 

“Since its introduction, Sony’s 800 Series system has been well 
accepted in the market for its wide audio dynamic range, low noise 
characteristics, stable signal transmission and reception,” 

concludes Spencer. "We are pleased to build upon and strengthen 
the wireless series.” 

Additional Features 
• LED and LCD indication to provide extensive information 
• Long operating time-approximately five hours of continuous op¬ 
eration provided by four AA-size alkaline batteries 
• Switchable RF squelch which can be easily turned ON and OFF 
• Monitor jack for monitoring the output sound 

Pro MiniDisc Recorders 

Sony Electronics is also debuting two HJ-high rack-mountable Mini¬ 
Disc recorders. The MDS-E10 and the MDS-E12 incorporate the lat¬ 
est ATRAC type “R” algorithm for superior sound and provide a host 
of new options. The new units replace the earlier 2U-high 
MDS-E58 and the MDS-E11. 

Sharing many of the same characteristics, the MDS-E10 and MDS-
E12 feature: 10 “Instant Start” memories that allow immediate play¬ 
back of any 10 tracks; SPDIF coaxial and optical digital I/O, as well as 
analog RCA I/O; Long REC/PLAY (Max. 320 min.) using ATRAC3 REC 
mode; and versatile menu control of various functions including: HOT 
START, AUTO CUE, AUTO PAUSE, SOUND START PAUSE, 
VARISPEED, NEXT TR RESERVE, LONG REC MODE (320 min), AC 
TIMER REC, and DIGITAL REC LEVEL ADJUST. 

“The MDS-E10 is ideal for radio broadcast and DJ applications,” 
states Paul Foschino, marketing, Professional Audio Group, Broadcast 
and Professional Company, Sony Electronics Inc. “The ‘Instant Start’ 
option stores the very beginning of the audio in RAM on up to 10 tracks 
which is great for triggering samples. Both models have pitch control 
as well. The MDS-E12 incorporates several additional options such as 
analog XI.RI /O which makes it a higher-end recorder for broadcast pros, 
system contractors, and studio users.” 

The MDS- E10 will be available in early October at a suggested list 
price of $599. The MDS-E12 will be available in November at a suggested 
list price of $899. 

MDS-E10 and the MDS-E12 Key Features 
• Transport controls can be accessed via Control-S (with supplied 
wired/wireless remote) 
• RAM EDIT, which allows temporary, non-destructive editing of TOC 
files 
•A-B ERASE 
• Timer PLAY function 
• PS/2 port on front panel, which allows a PC Keyboard operation 
• Easy-to-read florescent display 
Supplementary MDS-E12 features 
• Cascade REC/PLAY functions accessible by using the control re¬ 
lay jack 
• Built-in Parallel (GP1) port allows control from an external controller 
such as fader start. (An RS-232C port allows control via PC) 
• Extremely long recording is available when using ATRAC3 REC mode 
and Relay REC mode combined on the MDS-E12 

MDS-E12 
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Whether your wireless system 

needs call for transmitters 

that you plug on to your mies, 

hold in your hand or clip 

to yotur belt, Sony's got the 

components that give you the 

flexibility, performance and 

reliability you're looking for. 

Plus, we've got exactly... 

Bay Roads Marketing 
Wins^onympTe Crown Deafer Award 

Luke Furr, president of Bay Roads Marketing in Sharon, MA, has been 
awarded all three of Sony’s major pro audio rep awards for sales dur¬ 
ing the most recent fiscal year. Representing Sony 
professional audio products in the Northeast, Bay Roads took the Top 
Gun award in New York for selling the largest dollar volume of 
products; the Star Achiever award in New England for greatest 
percentage over quota; as well as Rep Of The Year based on their strong 
marketing efforts and dealer support. Bay Roads Marketing previous¬ 
ly won the Top Gun award for fiscal years 1997 and 1998. However, this 
marks the first time that a single rep company has swept ail three award 
categories. The honors were presented at a ceremony during Sony’s an¬ 
nual Remarkable Rep event. 

"In winning this 'Triple Crown,’ Bay Roads has set a new 
standard for Sony reps,” comments Courtney Spencer, vice president of Sony 
Professional Audio. "We are delighted with their record-breaking accom¬ 
plishment.” 

Bay Road's Luke Furr (center) accepts award from Sony Pro Audio VP 
Courtney Spencer (left) and marketing manager Paul Foschino. 
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permission of Sony Electronics Inc. The Sony logo, Super Bit Mapping and Memory Stick are trademarks of Sony. For more information «n any of the Sony products mentioned in this 
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Fall 1998 (Premiere Issue A-1011): AES 1998. Cover Story: Tony 
Bennett Uses Oxford For The Playground CD. Other Stories: Jorgenson and 
Johnstone Use Sony MDM-X4 on the Road. 24 - Bit Digital Recording by Dan 
Daley. The Sound of Sundance by Philip Himberg. Q&A with Tom Jung. Plus: 
New Products at AES '98. 

Winter 1999 (Issue #2 A-1027): Winter NAMM 1999. Cover Story: 
Jimmie Vaughan Goes Wireless. Other Stories: LSD on MDM-X4. Second Ox¬ 
ford at Ocean Way. Rolling Stones Engineer Uses Sony Wireless on Bridges 
to Babylon Tour. Orlando Opera Uses MDM-X4 for Local Radio Broadcasts. 
Oxford Scores Touchdown at HD Football Broadcasts. 
Plus: New Products at Winter NAMM '99. 

Fall 1999 (Issue #5 A-1040): AES 1999. Cover Story: Oxford Arrives at 
Ocean Way LA. Other Stories: WGN Radio Goes MiniDisc. Blair Witch 
Project Records Creepy Sounds on Sony DAT. Cher Tour Believes in 
Sony DPS-V77. Sony Wireless Products Rock the Hall of Fame. Tom 
Jung Reviews DRE-S777. Super Audio CD. Plus: New Products at AES '99. 

Winter2000(Issue #6 A-1051 ):Wmter NAMM2000.CoverStory: Announcing 
DMX-R100, A Special Preview by Roger Nichols. Other 
Stories: Drummer Nigel Olsson Uses MDR-7505 & 7509 Headphones. Smooth Sail¬ 
ing With Sony Wireless at America’s Cup. DRE-S777: The U.S. Sampling 
Tour Pictorial. NMT Uses Oxford at Village Jazz Festival. Plus: New Products 
at Winter NAMM 2000. 

Spring 1999 (Issue #3 A-1033): NAB 1999. CoverStory: The Vegas Sound. 
Other Stories: Muriel Anderson New Album. Barking Doctor 
Studio Oxford. The Massenburg Sessions. Wireless in the DTV Age by 
Howard Massey. Year of the Oxford: NMT Broadcasts Chinese New Year in 
HD. Plus: New Products at NAB ’99. 

Spring 2000(llssue #7 A-1054): NAB 2000. “The Ultimate Oxford Issue.” 
Cover Story: Oxford Broadcasts at Staples Center. Other Stories: Oxford Stu¬ 
dio Spotlight: The Hit Factory Criteria Miami and Loud Recording. Dave Re-
itzas Meets the Sony Oxford. Plus: Nashville Welcomes Sony DMX-R100. WDIV-
IV NBC Goes Wireless. S777 Rises at Crescent Moon. 

Summer 1999 (Issue #4 A-1037): Summer NAMM 1999. Cover Story: 
James Brown Records Concert in Sony 24-Bit. Other Stories: Hot 
Summer Tours by Gary Eskow. Jimi Hendrix Red House Tour. Wynton 
Marsalis and Steve Epstein use Oxford for New Albums. New Staples 
Center to Feature Oxford. Plus: New Products at Summer NAMM ’99. 

Summer 2000 (Issue #8 A-1063) : Summer NAMM 2000. Cover Story: Ricky 
Martin - “Livin’ La Vida Wireless." Other Stories: DMX-100 in the field. Al Jolson 
Jr.’s Masterlink Takes Delivery of PCM-3348HR. Mick Guzauski 
on DRE-S777. Sony co-sponors All Star Guitar Night. Plus: New Products at Sum¬ 
mer NAMM 2000. 

To order back issues, please call: 1 (800)472-SONY, ext. SoundByte 
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... the right receiver to complete 

the picture. From camera mounted, 

to single channel units to multi 

channel rack mounted systems ... 

for live performance, news gath¬ 

ering, church, theater, concert 

halls or club installations,... your 

best choice is Sony. 



SONY 

Full input module with a 
knob for every function 

Call today and we ll send you a 
brochure and VHS demo tape. 

and directs to analog and digital outputs. 

View a complete input module or zoom 

in on the EQ and Dynamics sections. 

5.1 surround 
mixing and 
monitoring 

Introducing the Sony DMX-R100: a small¬ 

format digital mixer inspired by our Oxford 

console, considered by many industry 

leaders as the most advanced digital 

mixing system ever developed. 

A color touch-screen is built into the control 

surface. Use the built-in router to assign 

inputs to faders. Select buses, sends, 

Machine control with 9-pin and MMC in¬ 

terface is standard. 

The R1 CD can memorize your automation 

moves the moment you touch the high-

resolution touch-screen fader. Don't tell the 

mixer to change modes. Don’t think about 

it at all. Just touch it. 

How does the DMX-R100 work? The 

way you want it to. You have a full input 

module with a knob for every function. 

Equalization and dynamics can be 

adjusted simultaneously. Your hand goes 

intuitively to the right knob. Your mixing 

session goes faster. You can concentrate 

on the mix, not on the technology. 

Right out of the box, the R100 is smart 

enough to make you more productive. 

Ano open up opportunities for working 

in new high-resolution formats, without 

expensive upgrades or difficult learning 

curves. Which makes it an educated 

choice for audio professionals everywhere. 

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



For Faster Service Fax to: 413 637-4343 or use our 
NEW ONLINE SERVICE: www.leadnet.com (code EQMl). 

FREE PRODUCT INFORMATION 
Circle t.tie numbers found in adverticementG or editorial and you will 
receive broc hures, buying tips and literature from EQ manufacturers 
absolutely . Circle as many numbers as you need. 

FOR FREE INFORMATION ANO BROCHURES FOLLOW THESE STEPS 

Q Print your name and address. 0 Answer all questions. 
3 Circle all the numbers you need. Q Mail this card today. 
Name _ 
Street _ 
City_ State _ Zip_ 
Tel _ Fax _ 
E-mail_ 

Check one category that 
describes your primary 
involvement in recording 
& sound: 
1 _ 01 Musician 
2 _ 02 Producer 
3 _ 03 Studio owner 
4 _ 04 Engineer 
5 _05 Songwriter 
6 _ 06 Educator 
7 _07 Sound reinforcement. 
8 __08 videographer/feditor 
9 _09 Technician/Consultant 
10 _10 MIDI Prog./’kultimedia 
11_ 11 Record CompanyA&R 
12_ 12 Pro AudioVideo Dealer 
13 _ 13 Manufacturevhep^gency 
14_14 Other (Specify) 

a Describe your level of 
involvement in music, 
recording and sound: 
15_ a. Full-time occupation 
16_b. Part-time occupation 

17_c. Serious hobby 
18_ d. Student 
19_e. Other (specify) 

3 Check the one editorial 
section in EQ that is most 
important to you: 
20_ 1. New products 
21_ 2. Product reviews 
22_3. Tec hniques'Works hops 
23_ 4. Columns 
24_5. People profiles 

Q| Check the one that best 
describes your current 
investment in music, record¬ 
ing & sound equipment: 
25_ a. Under $5,000 
26 b. $5,000—$10,000 
27_C. $10,000—$25,000 
28_ d. $25,000—$50,000 
29_ e. $50,000—$100,000 
30_ f. $100,000—$250,000 
31_ g. Over $250,000 

3 Check one to describe your budget for music, recording & 
sound equipment during the next 12 months: 

32_ a. Under $5,000 36_ e. $50,000-$100,000 
33_b. $5,000—$10,000 37_ f. $100,000-$250,000 
34_ c. $10,000—$25,000 38_ g. Over $250,000 
35_d. $25,000—$50,000 

ARE YOU AN EQ SUBSCRIBER? 
ADVERT 1SEMENTS 

01 02 
14 15 
27 28 
40 41 
53 54 
66 67 
79 80 
92 93 

ED I TOR I AL 

101 102 
113 114 
125 126 
137 138 
149 150 
161 162 
173 174 
185 186 
197 198 

03 04 
16 17 
29 30 
42 43 
55 56 
68 69 
81 82 
94 95 

103 104 
115 116 
127 128 
139 140 
151 152 
163 164 
175 176 
187 188 
199 200 

05 06 
18 19 
31 32 
44 45 
57 58 
70 71 
83 84 
96 97 

105 106 
117 118 
129 130 
141 142 
153 154 
165 166 
177 178 
189 190 
201 202 

07 08 
20 21 
33 34 
46 47 
59 60 
72 73 
85 86 
98 99 

107 108 
119 120 
131 132 
143 144 
155 156 
167 169 
179 180 
191 192 
203 204 

Yes 
(99) 

09 10 
22 23 
35 36 
48 49 
61 62 
74 75 
87 88 

100 

NO 
(88) 

11 12 13 
24 25 26 
37 38 39 
50 51 52 
63 64 65 
76 T 78 
89 90 91 

109 no 
121 122 
133 134 
145 146 
157 158 
169 170 
181 182 
193 194 
205 206 

in 112 
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147 148 
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171 172 
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195 196 
207 208 

209 210 
other 
Valid Through February 2001 November 2000 Issue 

FOR FREE INFORMATION AND BROCHURES FOLLOW THESE STEPS 

Q Print your name and address. Q Answer all questions. 
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Street _ 
City_ State _ Zip_ 
Tel _ Fax _ 
E-mail_ 
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involvement in recording 
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sound equipment during the next 12 months: 
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AKG/Harman Pro 93 615-3600499 133 Mackie Designs Inc. 29 800258-6883 

Bitheadz 55 9 888-8700070 

Carvin 10 800854-2235 41 

Conservatory of Recording Arts & Sciences 11 92 800562-6383 

HHB Communications Ltd. 137 21 310319-1111 

Mackie Designs Inc. 21,22 27 800258-6883 80 816-931-4638 

PAGG BRAND INFO# BRAND INFO# PHONG# PHONG# PAGG 

Web Music Supply/Big Dudes Music 61 

Ul II NI Irl FOR FAST AND EASY INFORMATION, USE 
111 W Wi f B THe READER response card in this issue 

109 Manley Laboratories, Inc. 31 909-627-4256 

164 Mark Of The Unicorn 32 617-576-2760 

147 Markertek Video Supply 66 800522-2025 

96 Marshall Electronics Inc. 33 8008006608 

53 MarsMusic.Com 34 954-938-0526 

11 Mediaform 35 8002201215 

90 Microboards Technology, Inc. 36 800646-8881 

34 Midiman/M Audio 37 800969-6434 

26-27 MusicPIayersNetwork.Com XX 212-378-0411 

111 Musician's Friend 38 800776-5173 

56 Neato 39 200466-5170 

163 Neumann 40 860434-5220 

43 Professional Audio Design 41 781-982-2600 

115 Rane Corporation 73 425-355-6000 

34A&B Roland/Ml XX 3208903700 

82 Rolls Corporation 42 801-2609053 

44 Royer Labs 43 810760-8472 

113 Sam Ash Professional 44 510932-6400 

117 Samson Technologies 45 510364-2244 

139 Shreve Systems Audio 47 800214-9222 

39 Shure Brothers 48 847-8602200 

57 Sonic Foundry, Inc. 49 6002503133 

7 Sony Electronics Inc. XX 800635-7669 

89 Spirit By Soundcraft 50 800255-4363 

147 Stedman Corp. 74 880629-5960 

8086 Surround 2001 XX 212-3700491 

13 SweetwaterSound 52 800222-4700 

134 SweetwaterSound 54 800222-4700 

160161 SweetwaterSound 53 800222-4700 

141 Syntrillium 55 880941-7100 

71 Tannoy/TGI N.A. 56 519-7401158 

5,79 Tascam/TEAC America, Inc. 57,58 3207200303 

25 TC Electronic 59 8003701828 

102 The Recording Workshop 60 8008409900 

146 Verity Systems Ltd. 67 5306209363 

65 Alesis Corporation 2 8005203747 

14-15 AMEK 3 888-2809358 

3 AMS Industries PLC 4 8803806383 

17 Apogee Electronics 5 3109101000 

37 Ashly Audio 6 710872-0010 

140151 B&H Photo 7 212-239-7500 

147 Bayview Pro Audio 63 3607503862 

46 BBE Sound, Inc. 71 714-897-6766 

47 beyerdynamic 8 800293-4463 

88 Creamware Datentechnik GMBH 12 604-4300540 

147 D.W.Feam Company 64 6107902526 

64 Digibid 13 609-443-7940 

09 Digidesign 14 8003302137 

80 Disc Makers 15 6006609030 

146 Discount Distributors 65 8003404638 

143 EMTEC Pro Media, Inc./BASF 78 8802905551 

61 Event Electronics 77 8005607777 

49 Focusrite 16 8003302137 

91 Fostex 17 562-921-1112 

145 Full Compass 18 8003505844 

102 Grandma's Music & Sound 19 800444-5252 

92 Great River Electronics 20 651-4501846 

69 Hot House Prof. Audio 22 914-691-6077 

81 IVL Technologies Ltd. 23 250544-4091 

50 JBL Professional 24 810894-8850 

31 Joemeek/PMI Audio 75 877-563-6335 

2 Korg 25 510393-8530 

115 Lynx Studio Technology, Inc. 26 949-515-8265 

73 Mackie Designs Inc. 30 800258-6883 45 Yamaha Corp, of America 62 714-522-9000 
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INDUSTRY INSIDER 
ANDERTON@MUSICPLAYER.COM 

In the audio world, 
Fall means one thing: another AGS show 

Trends at AES 
For some, fall represents the start of the foot¬ 
ball season. For others, it's back-to-school 
time. But for those who actually care about 
variable bit rate encoding, tube transcon¬ 
ductance, and whether higher sample rates 
really do make an audible difference, the 
coming of fall means only one thing: anoth¬ 
er Audio Engineering Society convention. 
This year, it was held in Los Angeles in late 
September. 

The official show theme was "Surrounded 
by Sound," but I think the theme should have 
been the “Going to Be Big” show — as in, 
“Surround is going to be big, once people fig¬ 
ure out where to put the speakers," or “24/96 
is going to be big, once DVD-Audio takes off." 
There’s also “Online distribution of music is 
going to be big, once broadband is in place," 
“The G4 is going to be really big, once com¬ 
panies optimize their software for dual 
processors and Apple figures out how to 
stream audio reliably over USB and FireWire,” 
and, for the hardcore two-inch analog freaks, 
“Hard-disk recording is going to be really big, 
once there’s a common file format.” 

Fact is, we're in a holding pattern. The 
planes are circling the airport, waiting for in¬ 
structions on when conditions are favorable 
to land. But the hard truth is that, to stretch 
the analogy further, some of the planes are 
going to run out of fuel before they get clear¬ 
ance. 

Take 192 kHz sample rates. One of the 
most interesting demos at AES was a com¬ 
parison of analog, DSD (Direct Stream Dig¬ 
ital), and PCM digital audio at 44.1,48, 88.2, 
96, and 192 kHz sampling rates. Unfortu¬ 
nately, the demo process was seriously 
flawed — instead of looping a section of mu¬ 
sic for comparison, a single piece of music 
played all the way through, with the different 
formats switched in and out. Even so, my take 
on the differences were pretty close to that 
of others whom I asked for opinions: 44.1 can 
sound brittle with high-amplitude, high-fre¬ 
quency passages; 48 didn’t sound all that dif¬ 
ferent from 44.1; 96 was more transparent; 
88.2 wasn’t that different from 96; and DSD 
was indeed close to analog in high-frequen¬ 
cy “sweetness.” As to 192, no one I talked to 
could hear, or feel, a difference compared to 
96. That's not to say that with different ma¬ 
terial, on a different day, there might not be 
a difference — but we’re talking quantitative, 
not qualitative, differences at best. It seems 
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that 192 kHz may be technology whose time 
doesn’t need to come. 

I came prepared to be skeptical about 
DSD as well as 192, but left convinced that 
DSD is indeed a “better kind of digital." Will 
consumers flock to it? Doubtful, at least for 
the foreseeable future, because the player 
price will be high. But I think Mytek had the 
right idea when they billed their DSD four-
channel hard-disk recorder as the way to fi¬ 
nally break free from your analog half-inch. 
Of course, you might be using half-inch tape 
for its distortion characteristics, not its ana¬ 
log “sweetness,” but that's another issue. I 
can easily see DSD-based machines sup¬ 
planting DAT, because that format (“it’s soooo 
20th century”) is clearly on its way to retire¬ 
ment in funny-format heaven. 

The Ghost of AGS Past 
On the other hand, some of the promising 
technologies of previous shows are now firm¬ 
ly established. Twenty-four bits is a given, and 
its benefits are obvious — even 16-bit CDs 
sound better when prepared from 24-bit mas¬ 
ters. Software synthesizers, which only a few 
years ago produced a few low-fidelity voices 
with unbearable latency, are now viable 
thanks to faster computers. Hard-disk record¬ 
ing has indeed taken over all but the niche 
market still owned by analog two-inch 24-track 
machines and high-end digital multitracks 
(e.g., the Alesis M20). And Apple, despite its 
seeming cluelessness about the needs of pro 
audio, has made a bona fide comeback; their 
computers are once more a fixture at the show. 

Physical modeling is another technology 
that's come into its own, as anyone who has 
heard the Native Instruments B4 (Hammond 
B-3 emulation software) or Line 6 Pod can at¬ 
test. Even mies and speakers have gussied 
up their act in recent years, thanks to the ad¬ 
vent of new technologies and design 
processes. 

Surrounded By Sound — Or Apathy? 
But these past successes do little to ease 
anxiety over the future. Surround is probably 
the biggest question mark. On the plus side, 
DVD has really taken off as a consumer for¬ 
mat, and most of those machines are at least 
surround-ready, if not already containing de¬ 
coders. And people who have surround love 
it; the difference compared to stereo is com¬ 
pelling and dramatic. Nonetheless, this 



HDR24/96. MACKIE’S NEW 24 TRACK RECORDER. 
WORKS WITH ANY MIXER. NO EXTRA 
COMPUTER OR SOFTWARE NEEDED. 

•24 tracks...24-bits 

• Built-in full-feature digital 
workstation editing 

• Affordable pull-out media 

• Built-in SVGA, mouse & 
keyboard ports 

• Built-in lOOBaseT Ethernet 

New hard disk recorders are 
popping up all over the place. 

Our new HDR24/96 is the 
only recorder with built-in 
nondestructive graphic wave¬ 
form editing. Just plug in a 
mouse, keyboard and SVGA 
monitor to view 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/crossfade 
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 
Ultra-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 

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, lx/2x/4x/8x/24x wave¬ 

form views, bidirectional cursor 

scrub and unlimited locators 

and loops... with unlimited 

undos — but without requiring 

an external computer! Coming 

soon: DSP time compression/ 

expansion, true waveform editing with pencil tool, invert, 

pitch shift, normalize and much, much more. 

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 I/O 

Digital 8 • Bus I/O cards — mix and match! 

3.5-inch disk drive for software upgrades S tempo 

map importing 

Fast Ethernet port built-in 

Remotes available. 

2-inch tape! 
Call or visit our website 

for preliminary info on 
the new HDR24/96. 
Shipping soon from 
Mackie Digital Systems. 
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kJ typical Web Store to provide 
you the same award-winning 
personal service that’s made us 
America’s leading retailer in music 
technology equipment. Why risk 
dealing with other Web stores? 
Join the thousands of musicians 
and audio ptofessionals all over 
the world who’ve discovered the 
Sweetwater Difference! 

|800)222-4700 
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popularity has yet to translate into a push 
for DVD-Audio, possibly because it's 
hard to set up the typical living room for 
surround anyway (I’m sure most people 
are listening to their DVDs over stereo 
speakers). Besides, consumers may not 
be itching to sink bucks into more speak¬ 
ers and amps — let alone a subwoofer 
that may take up as much living room 
space as a coffee table. 

Sure, surround-oriented audio sounds 
cool, but record companies are dragging 
their feet, too. There was supposed to be 
major DVD-Audio launch last Christmas, 
but now it looks like there won’t be a big 
push for this Christmas season, either. 

Bringing It All Back Home 
So what does all this mean to the project 
studio owner? Well, we’re pretty much in 
a holding pattern here also. You don’t 
need to upgrade to surround immedi¬ 
ately, although if your old mixer is about 
to retire, it would be prudent to replace 
it with a surround-capable model. Nor do 
you have to drop everything and go 
24-bit. First of all, most new gear and 
software is 24-bit compatible anyway; 
sometimes all you need to do is tick the 
desired resolution check box under 
preferences somewhere in your software, 
then dedicate more storage space for the 
commensurately bigger files. Get your¬ 
self something like an Alesis MasterLink 
CD burner so you can archive your 
24-bit masters until the world is ready for 
them (as well as to let you ditch that DAT 
player that’s getting long in the tooth), but 
continue dumbing down your audio to 16 
bits for general release on CD. 

Arguably, the best upgrades you 
can do right now don’t even relate to 
bleeding-edge technology: never have 
so many great-sounding mies been 
available at such low prices; mic pres — 
both tube and solid-state — have never 
sounded better; and a guitar modeling 
box can give you a much wider assort¬ 
ment of timbres than you can coax from 
even the best vintage amps. (However, 
there’s still a “final frontier” for guitar amp 
modelers: they may sound great in a 
track, but playing through them is still a 
different experience compared to having 
some white-hot output tubes spit elec¬ 
trons through a massive output trans¬ 
former into a tightly coupled speaker.) 

Overall, the best thing about being on 
the cusp of change is that it gives us a 
chance to get better at our craft. You are 
hereby officially excused from having to 
buy the latest and greatest Mac (most 

YER.COM 

software isn’t optimized for it anyway), 
going to a new operating system (OS X 
for the Mac isn’t ready for prime time, 
and Whistler won’t be hitting your PC’s 
hard drive for a while), or remodeling 

...TAKE THE TIME TO 
EXPERIMENT WITH 
NEW TECHNIQUES, 
READ SOME OLD 

MANUALS ON EQUIP¬ 
MENT YOU ALREADY 
OWN, AND PUT THE 
MONEY YOU DON’T 
NEED TO SPEND ON 
NEW TECHNOLOGY 

INTO UPGRADING THE 
WEAK LINKS IN YOUR 

AUDIO SETUP. 
your control room for surround. In¬ 
stead, take the time to experiment with 
new techniques, read some manuals to 
pick up on features you might have 
missed in equipment you already own, 
take your spouse out to dinner and a 
movie, and put the money you don’t 
need to spend on new technology into 
upgrading the weak links in your exist¬ 
ing audio setup. Forget about tussling 
with technology for a little while, and 
make some music that reaches people’s 
souls...the march of technology will pick 
up its pace soon enough. 

Craig Anderton, creative director for Mu-
sicPlayer.com, is the author of Home 
Recording for Musicians and Multieffects 
for Musicians, both published by AMSCO. 
His tune “What Are You Waiting For?” was 
just remixed in Germany for inclusion in the 
Battery Park BOOO compilation. 

► WEBLINK 
Have a question or comment for 
Craig Anderton? Visit his online forum 
at wujui.musicDlau6r.com. 
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Dr. Al visits the AGS show 

Walk Around Heaven All Day 
It was with great trepidation that I boarded that 
long tube with wings on September 21, 2000. 
Six years earlier, I had ventured from Nashville 
to Los Angeles for the annual Winter NAMM 
show and was almost wiped off the face of the 
earth by that nasty Northridge Quake of '94. 

“I don’t need to go back to California any¬ 
more, really....” I thought to myself, as I lay in 

set you back $7K on its own. But their tech¬ 
nology is older and therefore, hopefully, less 
buggy on the first run. Mackie's also got their 
entry — it looks like an interesting battle for su¬ 
premacy. Only time will tell. 
EO magazine had a brunch for its writers and 

forum hosts and it was an amazing cast they as¬ 
sembled in one room. Eddie Kramer, Geoff 

my comparatively safe Nashville bed that night. 
When I say comparatively safe, I’m referring to 

Emerick, Roger Nichols, Chris Stone, Alan Par¬ 
sons, George Massenburg, Craig Anderton, Ed-

tornadoes; the earth¬ 
quakes of the south. 
“I’ve spent a lot of my 
life in California and I 
think I can exist with¬ 
out returning...." And 
so, in 1994, I vowed 
never to return to Cal¬ 
ifornia in this life. 

In the Summer of 
2000, my only son 
and daughter-in-law 
birthed a grandchild in 
Northern California, 
where they dwell fear¬ 
lessly. Suddenly my 
options multiplied. I 
had to go see my 
grandson — it’s a pri- How many engineers does it take to take a picture? At the EQ forum 
ority thang. It worked brunch it took about thirty. 
out that the time-frame 
I chose to wing westward included the AES 
show and I made a pit-stop in L.A. to attend and 
amaze those who never expected to see me 
tread in la-la-land again. I walked in the doors 
of the Convention Center and took a deep 
breath: “I’m totally dead in this place if the Big 
One happens....” So I pretended I was in the 
Javits Center in New York City and went about 
my business. It helped a lot. 

Twenty-four-track hard drives and their dig¬ 
ital console progeny seemed to be the big trend 
at this show. TASCAM is showing a new con¬ 
sole that integrates with its 24-track tapeless giz¬ 
mo. Total price for 24 tracks of hard drive and 
a cleverly designed digital console? $7K. Times 
have changed, haven't they? My still-cool TAS-
CAM analog console from 1992 cost $7,500 
back then. Now I could have both 24-track and 
console (albeit smaller and digital) and still have 
$500 left to bet on the Knicks game. 

iZ Technology, who built the RADAR system 
for Otari in the early '90s, is now distributing their 
own version of RADAR, aimed at the same mar¬ 
ket as the TASCAM. However, iZ's 24-track will 

Cherney, David Reitzas, Jack Douglas, and a 
whole lot more all in one room actually getting 
along. How many producer-engineers does it take 
to change a light bulb? One — while the other 30 
sit quietly and roll over in their minds how much 
better they could do it! There was none of that in 
the room — just some welcome camaraderie. 

I've been holding out going digital (’cause 
I love analog), buying Pro Tools (always 
seemed too expensive), and recording to hard 
drive (this I can probably be talked into). Hey 
— when I started out in 1958, there was monau¬ 
ral, no monitors on stage, no remote controls, 
no Beatles, and no EQ magazine — we’ve 
come a long way, babies — and nothing illus¬ 
trates that more lavishly than an AES show. 
Now, if I could just be a contestant on that show 
with Regis and have Chris Stone and George 
Massenburg as my lifelines.... 

WEBLINK 
Have a question or comment for AI Kooper? Vis¬ 
it him online at the EQ Boards, nimm,eg maq.com. 
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MARILYN MANSON 

WEBLINK 

TASCAM 

audio-technica 

•Record 8 tracks simultaneously 

•250 Virtual Tracks 

recording process, he was just technical 
enough to get them in trouble. When that hap¬ 
pened, they turned to their chief tech on the 
project, Jonathan Little, owner of Little Labs, 
which makes Sardy's most loved piece of gear, 
the PCP box. “I used the PCP box a lot on this 
record. We ran everything through it; it was our 
DI, it was our way to do three amps at the same 
time, it’s the only way to do it. It was phenom¬ 
enal, and a lot of the sounds literally couldn’t 
have happened without it,” he enthuses. 

Many of those sounds came from Twiggy, 
Marilyn Manson’s multi-talented bass player. 
Sardy recalls recording Twiggy for the 
song, “Valentine’s Day.” “I would say we blew 
up at least 15 pairs of speakers working with 
Twiggy. There's just no way to get enough 
bottom, you know. At one point, I kid you not, 
we had gotten these big monitors in there — 
these huge B&Ws — and they have these 
holes in the bottom, like ports. The damn thing 
was blowing smoke rings out of this hole every 
time the kick drum hit! There were little puffs 
of round smoke coming out. All of a sudden 
we were asking each other, 'Do you smell 
something?' We looked down and the f*ck-
ing speakers were blowing smoke rings. You 
can’t make this kind of stuff up...■ 

Custom & hard to 
find cables IN 
STOCK! 

SR32-4 
The Best Value 
4-bus, live-sound 
mixer ever offered! 
For the best prices call us or check out 
our website at www.shreveaudio.com 

World’s First 24-Bit 
MDM 
RIDICULOUS PRICE! 

nice income stream running down the 
middle), you’ll have a very different atti¬ 
tude on this subject. 

And, finally, what if your illustrious 
clients get caught? Let's say a guy from 
BMI walks through the exhibit hall just to 
see what's going on, or the wrong person 
catches that jingle you thought nobody 
would ever hear on a AM station in Mont¬ 
pelier (and believe me, it does happen). 
Well, when they get caught, you want to 
know what your clients are going to say? 
They’re not going to say, “That's right, 
Mister Copyright Man, slap the cuffs on 
me. I'm a real bad dude.” No, they're go¬ 
ing to say, “Gee whiz, we don't know any¬ 
thing about the music bizness. The guy 
who produced it for us said it was all 
right, and he cleared it, and his name is 
(insert your name here) and his address 
is...” 

But getting caught isn’t the point. It just 
stinks. Can I get a witness? An amen? 

► continued from page 64 

but the recording of the drums was methodi¬ 
cally thought out by himself and engineer Greg 
Fiddleman. Each song on Holy Wood used a 
different drum setup, and more than 20 kits 
were utilized. Great care was taken in miking 
the drums. One setup might include lots of vin¬ 
tage tube mies, a [Shure] SM57 or an SM7 on 
the snare, an AKG D30 or a FET 47 on the kick 
drum, with a tube U 47 hung in front of the kit 
for ambience, and U 67’s as room mies. 
“Recording drums is all about tuning drums; 
I don't care what anyone says,” Sardy states 
emphatically. “The main thing you spend your 
time trying to do is to get the drums to sound 
phenomenal in the room. So I don’t know that 
getting solid drum sounds is ever by accident.” 
The drum tracks were routed through vintage 
Altech compressors that Sardy bought from the 
Hollywood Bowl. “We also had some Dynamax 
compressors, some broadcast compres¬ 
sors, 1176’s, LA2A's, some Gate Stay Levels, 
stuff like that." 

Sardy, who comes from a strong engi¬ 
neering background, points out that, although 
Manson was extremely involved in the 

The Revolutionary way to Mix, 
Master, and Make CD s 

1200 Marshall st 
Shreveport, LA 71104 

Behringer Eurorack mix-
$99 

“ Blowout Prices on all 
Mackie equipment! 

SALE! 

BLOWOUT ON BLUE AND 
WHITE G3’S! 

• 450-MHz PowerPC 
•128 MB RAM 
• 9 GB Ultra Wide SCSI HD -
Perfect for Audio 
•CD 
• Keyboard & Mouse 
• 16 MB ATI Rage Pro Video 
Card 

Have a question or comment for 
Jim Bordner? You can reach him at 
jim@gravitymusic.com. 
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*lncludes 
FREE shock-
mount- a 
$49 value! 

^SHREVE AUDIO -
FINALLY! A Real Personal Home 
Studio That You Can Afford! 
f“■T“ AKAI DPS12V2 

•20 Channel midi-automatable digital mixer 

'Easy to use graphic interface 

Alesis 
Masterlink ML-9600 
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www.shreveaudio.com 

Marshall Mies 
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Neu options for the online musician 

Streaming and Scheming 
So you’ve been plugging away at your Web site, 
working with downloads, graphics, and uploads 
to other sites. Now you’ve heard about Internet ra¬ 
dio. It sounds intriguing: A free, all-your-music sta¬ 
tion, all the time? Okay! But guard against eu¬ 
phoria. Just because you put your music on the 
Internet doesn't mean anybody's noticed. If you’ve 
been developing your Web site in ways we’ve dis¬ 
cussed in this space over these past four years, 
however, your fans may be ready to tune in on¬ 
line. Thanks to the venture-capital-funded com¬ 
pany Live365.com. they can do exactly that. 
Live365.com is the biggest kid on the personal In¬ 
ternet radio block. They handle the grunt work, 
streaming almost any music you desire, whether 
it’s yours or that of your favorite musician. 

Let’s “create your own Internet radio station.” 
Go to: www.Live365.com and click on 
“Broadcast.” Click to the sign-up area to create 
a member account. Pick a member name, enter 
a valid e-mail (this makes sense — they want to 
be reasonably sure we are who we say we are). 
Thankfully, the rest of the required fields are kept 
to a minimum (entering zip code and country 
doesn’t feel too intrusive). Unless you’re interest¬ 
ed in Live365.com’s news updates, unclick the 
newsletter and program guide subscription op¬ 
tions. You can always change your mind and edit 
your profile later. Next, goto: “User Agreement.” 
Under “Rules” (always interesting), Live365.com 
uses the phrase “At present,” which we take to 
mean: “Who knows how long this will last?” The 
rules are generally meant to discourage audio file 
copying (see sidebar), if you want to create a pro¬ 
gram of music you don’t own the rights to, be sure 
to study them carefully. Despite the current chaos 
and confusion consuming Internet audio, it’s pos¬ 
sible to be ethical without the unnecessary moral¬ 
ity crap. Pirating songs isn’t that big a challenge 
anyway. 

We next accept the terms (do we have a 
choice?). An e-mail is then automatically sent to 
us by the site, arriving promptly and pointing to 
a log-in page to “create our account.” After log¬ 
ging in, we’re dumped back to the main page. We 
scratch our heads for a moment before clicking 
back to “Broadcast,” where it says we are not 
signed up to broadcast. Huh? 

Okay, here’s what we do: We click on the link 
to turn our member account into a broadcast¬ 
er account and now find ourselves on a page 
with three choices: “EasyCast” (Live365.com 
handles everything), “Live Broadcast” (we 
broadcast from our computer), and “Relay 
Broadcast” (we use a remote computer). 
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EasyCast is what we want, and we select it. In¬ 
stantly, 365 MB of storage space are available, 
plenty for a little program of MP3 tunes. 

Before we can upload our MP3 music files to 
their server, we need to select a streaming bitrate. 
Most people don’t have ISDN, DSL, or cable 
modems, so we opt for 24 kbps, which works fine 
over a 56k dialup modem. Live365.com offers a 
piece of proprietary software (PC only) called 
“EasyLoader” for uploading audio files to their site. 
It simplifies the upload process and also auto¬ 
matically converts existing higher bitrate MP3 files 
to the lower bitrates. This means that if we’ve al¬ 
ready got our music encoded as 128 kbps MP3 
files, we can use EasyLoader to convert them to 
our chosen 24 kbps bitrate as part of the upload 
process. Mac users don’t have that luxury, and 
need to make sure the songs they upload are en¬ 
coded at 24 kbps. Since we're using a Mac today 
we’ll go the regular route, uploading our MP3 files 
(encoded at 24 kbps) one at a time, just like on 
regular upload sites. The link to upload through 
our Web browser, though available after we first 
registered as a broadcaster, can be a bit hard to 
find. From the home page, click on “Broadcast," 
then click on “Go To EasyCast.” Option #6 pro¬ 
vides a link to upload or delete songs through our 
browser. Resource links and tutorials are thought¬ 
fully provided in case there are questions during 
the process. 

We've uploaded some tracks and now click on 
“Go To EasyCast" again. A numbered list of op¬ 
tions appears. Number 1, “Create A Playlist,” is 
a scroll-down menu that contains more options for 
creating or deleting playlists, as well as contain¬ 
ing the playlist of our uploaded tracks. We select 
our clearly marked playlist. The rest of the dialog 
boxes immediately change to reflect our new 
playlist. Broadcasters can choose a genre for their 
music, which is helpful if you like genres. Since 
the tracks we’ve uploaded are encoded at 24 
kbps, we choose the 33 kpbs “Minimum Con¬ 
nection Speed.” Below this are two boxes, one 
containing our playlist “Library” and one called 
“Current Playlist." We add the tracks from the li¬ 
brary to the playlist and click “Save.” Next, we click 
on “Broadcast Now." A dialog box tells us our 
playlist has been submitted and we should be up 
and running in about ten minutes. After ten min¬ 
utes or so, we use the site’s search option to look 
for our playlist by name, choose it from the re¬ 
sulting list, and voilà, we’re an online streaming 
program. On their homepage, Live365.com has 
a useful feature called “10 ways to promote your 
station." It’s worth checking out and includes tips 



RULES 
Under the Digital Millennium Copyright 

Act (DMCA) (see www.fezguys.com/ 
columns/026.shtml for more info), 
Live365.com's Internet broadcasters 
must comply with the following points. 
(Live365.com says they will be “obtaining 
licenses from the copyright owners’’ and 
have “abbreviated these rules to include 
only those likely to be relevant given the 
manner in which you are able to use the 
Lve365.com system.’’) Keep in mind that 
if you are only working with music you 
own the rights to, you’re free to do as you 
choose. Some of the restrictions limit the 
creative side here. Hopefully once the 
DMCA settles down (or is modified in 
some way), some of the rules will be lift¬ 
ed. The rules are designed to protect 
copyright owners, but the legal land¬ 
scape must fearlessly enter the doors 
opened by recent technologies. At the 
same time, listeners should be able to re¬ 
quest a band's song, and that band 
should, obviously, be compensated for it 

I. Your program must not be part of 
an “interactive service." This means 
tnat you cannot perform sound 
recordings mithin one hour of a re-
ouest by a listener or at a time desig¬ 
nated by the listener. 

2. In any three-hour period, you 
shouldn't intentionally program more 
than three songs (and not more than 
two songs in a row) from the same 
recording. You shouldn’t intentionally 
program more than four songs (and 
not more than three songs in a row) 
flrom the same recording musician or 
anthology/box set. 

3. Continuous looped programs 
may not be less than three hours long. 

4. Rebroadcasts of programs may 
be performed at scheduled times as 
follows: Programs of less than one 
hour: no more than three times in a 
two-week period. Programs longer 
than one hour: no more than four 
times in any two-week period. 

5. You should not publish advance 
orogram guides or use other means to 
□re-announce when particular sound: 
recordings will be played. 

6. You should only broadcast 
sound recordings that are authorized 
for performance in the United States. 

7. You should pass through (and 
not disable or remove) identification 
or technological protection informa¬ 
tion included in the sound recording 
(if any). 

and also the URL you can use to link to your 
show from your Web site. 

Some Thoughts 
On Internet Broadcasting 
The long-term financial health of companies 
streaming unlicensed music is uncertain. At 
some future point, Web sites like 
Live365.com will have to pay back-licens¬ 
ing fees as a result of the DMCA. These 
back fees scare the hell out of potential in¬ 
vestors. Given the rapacious nature of copy¬ 
right Collection Societies, it's plausible the 
past-due balance may exceed the current 

(and future) worth of the entire company. 
Until these fees are decided (this is a good 

time to be a digital rights lawyer), amateur In¬ 
ternet radio stations are swimming in murky 
waters. If Internet radio broadcasting services 
like Live365.com get run out of business by 
huge licensing fees, your personal band 
streaming service will disappear. No offense 
to independent musicians, but companies 
providing streaming service for indie music 
will be hard-pressed to show profit. The 
service could possibly fold into a larger busi¬ 
ness model (á la MP3.com). The FezGuys 

► continued on page 142 

You'll find endless features and more than 
forty cool effects in every box of Cool Edit Pro! 
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UVÊ365ÍOM’S 
BROADCASTING 

EQ I NOV6MB6R2OOO I 141 

■ 
■ 

■ 
..

. 



THE FEZ 
► continued from page 141 

actually spent a pleasant lunch looking for oth¬ 
er funded (read: venture capital money) com¬ 
panies providing free streaming services for 
indie music. We couldn't find any. (If you know 
of any, please tell us!) This appears to rein¬ 
force the idea that potential investors are 
standing by to see whether or not this par¬ 
ticular business model (such as it is) will work. 
The Internet broadcasting sites mentioned 
above are visible enough that it’s unlikely new 
sites will chance starting from scratch. 

The FezGuys had a consensual FezDream 
last night. We saw a future of thousands of 
grass-roots arts organizations working to¬ 
gether, providing streaming services for local 
bands, all paid for by grants from the National 
Endowment of the Arts. Then we woke up. 

Bottom Line on Live365.com: They are a 
group of plucky folks bold enough to provide 
this service in the current climate. The 
FezGuys say: “Go for it.” 

A Subscription Overview 
Got an audience who might pay you for ac¬ 
cess to your music? As Napster continues to 
shake things up, musicians are toying with 
subscription services as a way to make a lit¬ 
tle cash using the Internet. Sometimes called 
fan clubs, this idea has been around for ages. 
Many bands (and even, gasp, major labels) 
have used them successfully to both build 
community and drive revenues. Consider the 
profit margin involved in the Dave Matthews 
Band taking in $30/person annually from 
30,000 online fans before shipping anything 
out (we made this up, but it’s possible). 
Musicians such as Todd Rundgren have been 
testing subscription waters for years, and 
younger bands are breaking new ground, 
quickly building up databases of online users 
to market their music directly to fans. 

One popular model asks fans to buy a low 
(we mean cheap, like, one dollar) monthly sub¬ 
scription (paid yearly) to your online music and 
art. Musicians must make some important de¬ 
cisions first. A little work must go into your sub¬ 
scription model. The most irritating decision 
is how you will accept the money (For more 

WEBLINK 
ujujuj.ujiredDlanet.com (recently acquired 
by listen.com) allows you to create your 
own rudimentary streaming program con¬ 
taining only Wiredplanet-sanctioned music. 

www mp3.com will stream your uploaded 
band tracks, though it simply plays each 
song and then ends, which isn’t radio. 
MP3.com's early entry into customized 
major (and indie) label music streaming, 
My.MP3.com, ran aground on the rocky 
shore of litigation and needs one more 
ridiculous multi-million dollar deal with a 
major label before it returns, probably as 
a fee-based subscription service. 

info on payment options see: “Collecting The 
Funds” at www.fezquys.com/columns/ 
008.shtml Also check out newer payment 
options: www.paypal.com , www. 
tipjar.com www.e-gold.com www. 
cvbercash. com, and, of course, standard 
credit card transaction systems. These last 
ones can be purchased as off-the-shelf pack¬ 
ages — search around online). Keep a safe 
(from prying eyes and from accidental loss) 
database (backed up frequently) of your 
users. Then you must decide what you will de¬ 
liver and how you will deliver it. How secure 
does it need to be? If you’re advanced (or 
have techie friends), you can create pass¬ 
word-protected accounts. If you have a small 
user base (up to 300 people) and trust them 
not to give their passwords away, this should 
be good enough. If you have 100 subscribers 
or less, you might even be able to get away 
with e-mailing them all a "hidden” (no pass¬ 
word and no link in to any other page or site) 
page containing the goods. The more sub¬ 
scribers you have, the more likely it is they may 
share their password and so the more com¬ 
plex it will be to provide a solid technical so¬ 
lution. If you've got a lot of fans, you’ll want to 
team up with a tech programmer or perhaps 
even a small company who can provide these 
services at a realistic price. 

To get the best response, deliver some¬ 
thing on a regular (monthly is good) basis. 
A combination of news, photos, and music 
is a good start. Even though it’s delivered on¬ 
line, consider creating a collection of the 
same materials in a familiar physical pack¬ 
age on a yearly basis, included in the price 
of the subscription. 

Take the long view. Be creative. Do some 
oddball packaging rather than a boring old CD 
jewel box. Remember those fans willing to pay 
a little money in advance for your art are the 
truly dedicated ones, but also the most de¬ 
manding. Fans of this nature will alternately be 
your best grass-roots promotion team and your 
harshest critic (after you, of course). Treat them 
as you'd like your favorite musician to treat you. 
Too many times we’ve seen a musician turn on 
a dedicated online fan. It only has to happen 
once, but the ripples travel infinitely. Also, if you 
care whether or not your subscribers toss your 
music onto Napster, consider using a water¬ 
marking technology to track down those who 
leaked it. For one watermarking option take look 
at Cognicity’s AudioKey software at www. 
coqnicity.com. They offer a free 20-day 
evaluation period. Have a friend “steal” a song 
and post it. Follow directions to discover 
whether you can actually see the trail. 

The subscription model offers myriad 
choices. There’s no “right” way, and that 
means creative freedom. Have fun with it. 
Your fans will thank you. 

DIY everybody! wwm.fezquys.com 

SURROUND 
► continued from page 92 

which allows the producer to set and embed 
various “downmix coefficients” (such as lev¬ 
el, panning, etc.) within each track, it’s best 
not to rely on it. Instead, you should plan on 
doing a separate stereo mix in addition to 
your surround mix. Fortunately, since most 
of the space on a DVD-Audio disc is reserved 
for audio data, there’s plenty of room to store 
both mixes, and data compression can al¬ 
ways be used if the program material is too 
long to fit. Most of the surround sound mon¬ 
itor controllers mentioned above allow you to 
hear the (usually disappointing) results of 
downmixing to stereo or mono at the touch 
of a button; Kind Of Loud’s Tweetie plug-in 
also provides one-click downmix previewing 
from within Pro Tools. 

If your music will be released on DVD-
Video, the surround mix must first be encod¬ 
ed into Dolby Digital, MPEG, and/or DTS for¬ 
mats (an encoded data stream is optional for 
DVD-Audio releases). All of these algorithms 
are “lossy” perceptual encoding schemes (as 
opposed to MLP, which is a “loss-less” data 
compression scheme), meaning that some of 
the audio data is actually discarded. In the¬ 
ory, the data that’s thrown away is audio you 
wouldn’t hear anyway (for example, low-lev-
el signals buried beneath louder ones, or por¬ 
tions of sounds masked by others in the same 
frequency range), but no matter how great a 
job the algorithm does, the audio is going to 
be compromised to some degree. 

Fortunately, there are steps you can take 
in the mixing process to minimize the degree 
of degradation—for example, frequency-spe¬ 
cific limiting in some bands can sometimes 
help reduce “spittiness” — so it’s helpful to be 
able to preview your mix through an encoder 
in order to make these compensations. Stand¬ 
alone hardware encoders are available from 
Dolby and DTS, and there are a number of 
computer-based MPEG encoder cards (most 
of which run only under Windows NT) that 
allow real-time monitoring, but these all tend 
to be relatively pricey. A less expensive al¬ 
ternative is provided by the non-real-time soft¬ 
ware encoders available from a number of 
manufacturers, including Sonic Foundry and 
Minnetonka, as well as Kind Of Loud’s soon¬ 
to-be-released SmartCode Pro plug-ins. 

Howard Massey heads up Workaday 
World Productions, a full-service surround 
sound project studio. He is also the software 
reviews editor for Surround Professional 
magazine. Special thanks to Tomlinson Hol¬ 
man, Bob Margouleff, Chuck Ainlay, Elliot 
Scheiner, George Massenburg, Will Eggle¬ 
ston, Richard Elen, Peter Chaikin, Buzz God¬ 
dard, and Suz Howell for their assistance 
in preparing this article. 
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TONY 
► continued from page 82 

also go up higher, around the 2k range, 
and find where the beater is and just tweak 
a little bit there. I’ll assign most of the low 
end to the bass guitar. Again, it depends. 
I haven’t done a lot of hip-hop, and I think 
the reverse would apply there. 

So you’re saying, if the frequen¬ 
cy you want to boost doesn’t work 
because of other things in the mix, 
go an octave or two octaves high¬ 
er, and that’ll give you the same 
psychoacoustic effect. Does that 
work for all instruments? 

Yeah, play with the octaves. In opera, 
a voice has its tessitura — its range where 
it sounds most pleasant. A singer might 
have a four-octave range, but there's 
maybe one octave that's golden, and you 
want to sing things in that register. The 
same thing with instruments. Technically, 
with its undertones, a guitar will go down 
to 40 Hz because that’s an octave lower 
than the E string. But does it sound good 
down there? Do you really want to boost 
those frequencies, or do you want to go 
where the guitar sounds most pleasant, to 
the area it was built for? The same thing 
with a kick drum, the same thing with the 
bass; every instrument has got its range 
that’s beautiful, and that's what you want 
to find. That's my philosophy, and that’s 
what you want to draw out of a mix. And 
quite often you’ll find a conflict, say with a 
guitar and a piano, because, in rock, they 
pretty much are playing around the same 
area, though a piano might be a little high¬ 
er and a little lower. 
What mies do you like to use for 

vocals? 
The Neumann U 87 and the [Audio-

Technica] 4050, which I like mainly for fe¬ 
male vocalists; it seems to just open up 
their voice more. The ’87 is a very mas¬ 
culine microphone; it's thick and it sounds 
really good. For rock vocals, I’ll use a '57 
and a '58. And recently, [I’ve been using] 
the Telefunken ELAM 251, a very expen¬ 
sive tube microphone. I used it on Bowie’s 
voice, and he just sounded beautiful on it 
because he's got low end in his voice, but 
the high end on that mic is brilliant, too, so 
the vocalist leaps out at you. That's a 
dream mic. 

Do you ever record vocals with 
compression? 

Yes, all the time, though I try not to let 
it go beyond 10 dB of compression at a 3:1 
ratio. Beyond that, you're going to really 
hear the compression. But most of the stuff 
I do is rock, so that's acceptable. 

Will you compress it again when 
you’re mixing, or will you do manual 

gain riding of the vocal tracks? 
On a rock record, I’ll let the compres¬ 

sor do the riding. It works — it's the sound 
you want — but then, even on a lot of rock 
records, you still have to do manual lev¬ 
eling for one word or for one syllable. With 
Pro Tools, I’ll just go into the sound file and 
I’ll boost the words that are mumbled; I’ll 
even put EQ on it just for those brief words 
so I can hear the t’s and d’s of a word. 
That’s a whole new level of mixing — that's 
micro mixing. 

A common problem, especially 
for novice recordists, is getting a 
vocal to sit in a mix. 

The vocal is probably the most impor¬ 
tant part of the mix. If the vocal is poorly 
placed in the mix, it’s going to defeat the 
purpose; it's not going to sell the music. 
People will remember vocals more than 
they'll remember the guitar licks — most 
people buy a record because it’s a great 
song. My way of doing that is, again, to see 
where the vocal lives sonically. See where 
it lives and play with the EQ until you find 
where the vocal is going to be really hot. 
An expert at this is George Massenburg — 
I just cream when I hear his vocal sounds; 
he really does that absolutely right. So, if 
I can, I’ll use a Massenburg EQ — he's 
found that thing that makes vocals sound 
great. It’s kind of in the upper middle and 
the extreme highs, the sound from the 
back of the throat. Instead of just the tone, 
you hear all the physical things that make 
up the tone, too. 

Compression will help, and don't ever be 
afraid of putting the vocal too high in the 
mix. Sure, there’s a point where it’s ridicu¬ 
lous — I’ve heard some people put it too 
high — but you’ve got to hear every word, 
and what you should do is ask someone not 
involved in the production if they can hear 
every word. That's really the acid test. 
That's a real pitfall — if you’ve been work¬ 
ing on an album for three months, you know 
every word of every song, and, psychoa-
coustically, you think it's all there. Then a 
person comes in the room, and you say, 
“What do you think?" and they say, “Oh, it's 
very nice, but I couldn’t understand one 
word the vocalist was saying.” It’s a 
shock — a real jolt — when you hear that. 

I’m a firm believer in de-essers, too, be¬ 
cause you need to have a lot of brightness 
on a vocal track. But if you just start tweak¬ 
ing, the s’s are going to rip your ears off, 
so what I’ll do is, I’ll take a feed directly off 
tape and hit the de-esser first, before 
adding EQ. Then I’ll patch it into my chan¬ 
nel, and I’ll start tweaking the high end. 

This interview is excerpted from Howard 
Massey’s new book Behind The Glass, now 
available from Miller Freeman Books. 

STEINBERG 
► continued from page IO3 

transfer load meter rarely even lit up. The com¬ 
puter remained responsive and snappy, there 
was no feeling of sluggishness. 

This is impressive performance — and it 
was without attempting to optimize any au¬ 
dio system settings or the computer’s per¬ 
formance. I simply loaded Nuendo into the 
computer with Dell’s factory Windows 2000 
install, created the project, and hit play. 

Naturally, your mileage will vary. But you 
can safely say that Nuendo is powerful 
enough to handle large projects and pro¬ 
fessional situations. 

Conclusions 
So can Nuendo play in the big leagues? 

NUENDO VERSION I.5 
At the Fall AES show, Steinberg un- H| 
veiled version 1.5 of Nuendo. In addition HH 
to numerous audio editing enhance- HH 
ments. version 1.5 adds support for the 
Macintosh platform, as well as full sup- HH 
port for ReWire and VST 2.0, allowing HH 
compatibility with virtual synthesizers. HH 

Mac requirements: G3 processor or |HH 
better. System 9.0.4 or higher (OS X will IBB 
be supported). 128 MB or more RAM. 
USB port. ^^H 

In my opinion, the answer is a resounding 
“Yes!” The program offers an almost end¬ 
less list of features and abilities (I’ve tru¬ 
ly only scratched the surface here), and, 
more importantly, lets you get done what 
you need to get done in the course of do¬ 
ing audio productions — whatever final 
medium or format the audio will end up in. 

It's not perfect yet. I suffered a few crash¬ 
es and lock-ups in the course of this review 
— but its stability was good for a v1.02 pro¬ 
gram. And because Nuendo can be set to 
Autosave backups, none of the crashes were 
catastrophic. Besides this minor instability, 
I had a few complaints, but overall the pro¬ 
gram was solid, and lived up to its claims. 

Nuendo isn’t the cheapest native audio 
software on the market, but it offers an ex¬ 
cellent value. Even when combined with 
Steinberg’s companion audio hardware (or 
whatever compatible hardware you want 
to use), the price still falls far below the 
competing proprietary hardware-based 
competition. 

When it was all said and done, I got a lot 
of work accomplished using Nuendo — and 
I had a good time doing it. This one is a sol¬ 
id winner; it should be on the short list of must-
see products for anyone searching for a pro¬ 
fessional audio production package. ■ 
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ACROSS THG 
► continued from page 162 

reverb processor. It has as much power in 
the basic model as four 480 reverbs. You 
can actually split it up that way if you want 
so you don’t have to rent more 480's. 

TC Electronic has been shipping the 
System 6000 for about six months now. 
They claim that their new algorithms are so 
powerful that they need to be processed 
on two DSP chips in parallel. The spaces 
sound pretty good, so maybe they’re on to 
something. 

Sony was displaying their top-end 
DRE-S777 reverb as well; it can sample a 
space and build up a reverb model to 
match. Also, Yamaha has been in the re¬ 
verb business for more than a decade, and 
their new SREV1 sampling reverberator 
shows that they are not about to be left out 
of the race. 

Best of Show 
Off to the side of the show floor was a 
booth with one guy and a computer. The 
company was Webber Tapes Ltd. from the 
UK. The name of the product was Audio 
Compare. I grabbed a poop sheet and 
moved on. At lunch I read the overview of 
Audio Compare. My mouth fell open and 

part of my AES Burger escaped. This guy 
has built an analyzer that can tell the dif¬ 
ference between two different audio 
sources. The system uses sophisticated 
ear-modeling techniques to show on pa¬ 
per what some of us have been hearing 
when we listen to audio gear. “Why do 
these sound different when they measure 
exactly the same?” Now we may be able 
to figure it out. 

The box consists of two separate 700 
MHz Pentium-based processors — each 
looking at one of the audio sources. The 
audio can be a digital file or it can be dig¬ 
itized at whatever sample rate you desire. 
The software then tells you what the dif¬ 
ference is between the two audio streams. 
They had a copy of the good and bad 
Steely Dan pressing that they were using 
as a test. 

This is not for the squeamish. The box 
starts at $50,000 plus options. Warner 
Brothers and MCA were looking at it for CD 
plant checking. I hope every CD plant gets 
one so I never have to go through the same 
thing I did a few months ago with the Steely 
Dan pressing problems. Webber is send¬ 
ing me a complete analysis of the Steely 
CDs, and when I know exactly what 
caused the problem, you will be the first to 
know. Wait, I guess I will be the first to 

know, but you will be second. No, I will 
probably tell Donald and Walter, Warner 
Bros., a friend who works at Fox in L.A.— 
okay, you will be nearly the last to know, 
but at least I will tell you! 

So What 
You know what I noticed most about the en¬ 
tire AES show? There was plenty of op¬ 
portunity to spend money. However much 
money you have in the bank, there was the 
perfect item that cost exactly that much. A 
couple of years ago at the AES in San Fran¬ 
cisco I was in the Sony Oxford demon¬ 
stration area. When the salesman told me 
that the console was around $900,000 I 
said, "I will wait for the $20,000 version." 
This year that same salesman came up to 
me and said, “Well, here is your $20,000 
version of the Oxford," pointing at the DMX-
R100.1 had no choice. 

► WEBLIMK 
To find out more about the companies 
and products mentioned in Roger's col¬ 
umn, visit uiujui.littlelab5.com , iulilujl 
Dana5onic.com/Dbds/proaudio.html . 
httD://bpq prod.sel.sonu.com/ 
matrix.bpg . ujujuj.lexicon.com . umiui, 
tcelectronic.com . ujujui.uamaha.com . 
and ujuiuj.ujebbertapes.com . 
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point processing, » rossfades. support for third-party audio 
plug-ins (in the M0TU Audio System and Adobe Premiere 
formats), background processing o' file-tased operations 
sample-accurate editing and placement ot audio, and more 

1296 24-bit/96kHz Interface Features-
•24-bit. enhanced mjlti-bt 128x oversampling 96kHz 
converters • A-weigf ted signal-to-noise ratio of 117 dB 
• 12 Balanced XLR inputs and outputs can support two 
s.multaneous5.1 mixes «AES/EBU I/O with sample rate 

conversion both in and out • Compatible with existing 
PCI-324 cards i requires new PCI-324 driver)« Connect up 
to 3 1296 interfaces to one PCI-324 card for a total of 36 
inputs and outputs or mix and match the 1296 interface 
with up to three of the other MOTU audio nterfaces 

2408 mkll F EA TUR ES-
• 7 banks of 8 channel I/O : 1 bank of analog. 3 banks of 
ADAT optica; 3 bank:; of Tascam TDIF, plus stereo S/PDIF. 
• Custom VLS chip for amazing I/O capabilities • • Format 
conversion between ADAT and DA-88 

• 8x 24-bit 1/4" balanced analog I/Os • 24-bit internal data 
bus for full 24-bit ri cording via digital inputs • Standard 
S/PDIF I/O for digital plus an additional S/PDIF I/O for the 
main mix • Sample-accurate synchronizat on with ADATs 
and DA88S via an ADAT SYNC IN and RS422 

1224 FEATURES- main outputs «Ste eo AES/EBU dig.tal I/O «Word clock 
• 24-bit analog audio interface • State-of-the-art 24-bit in/out • Dynamic range of 116 dB (A-weighted) • Front 
ÆD/A • Simultaneous^ record and play back 8 channels of panel displays six-segment metering for all inputs and 
balanced (TRS), +4 dB audio • 24-bit balanced +4 XLR outputs • Headphone jack with volume knob 

CD RECORDING/MASTERING 

Al ESIS 
Masterlink ML-9600 
High-Resolution Master Disk Recorder 

The Alesis MasterLink ML-9600 is a 

2-track 24-bit recorder that combines 

hard disk recording, CD burning, 

digital signal processing, and 

mastering functions to create 

compact discs in the standard ’Red 
Book’ 16-bit/44.1 kHz format, or high 

resolution CDs that utilize Alesis' revolutionary CD24 AIFF-compatible technology. MasterLink is capable of 

recording and playing up to 24-bit/96kHz resolution CDs using the inexpensive, readily available CD-R media, 

"he 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. 

CDR-631 Professional CD Recorder 
The CDR631 offer all the features and functions of the 
CDR630. its popular predecessor, but adds many 
features anc functions tnat were previously unavailable. 
Its full complement of digital and analog connections 
lets you recwrd your own CDs from audio sources such 
as CDs. LPs. cassettes. DAT, or even a computer. 

Features-
• 3ro and consumei CD-fl 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 beginning of 
tracks from getting cutoff 

• Menu selectable SCMS copy protection 

• Digital and analog record level and ba.ance control 
• XLR-Balancel and RCA unbalanced aealog inputs 
• AES/EBU (XLR), Coaxial, and Optical digital inputs 
• Unbalanced (RCA) analog and Coaxial digital 
outputs includ ng Coaxial loop-out for unprocessed 
connection to other digital equipment 

• IR remote corrol included 

FEATURES-
•■24-bit 128x oversampling analog 
to digital and digital to analog 
converters 

•Supports 44.1.48. 88 2 96 kHz 
sample rates and word lengths of 
16-, 20- and 24-bit 

•20Hz-20kHz frequency response at 
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 ATAPI CD-ROM 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 

•Readsand Writes 16-bit 44.1kHz 
Red Book Audio CDs 

• Aiesis' exclusive CD24 is a high-

resolution mastering forma: that 
reads/writes files up to 24-bit 
96kHz in the ISO 9660 disc format. 
AIFF caompatible file format that 
can be read by MacOS. Windows 
and Unix computer platforms. 

• Built-in 3.2GB IDE hard drive 
• Hard disk max recording times 
95 min. @ 24-bit/96khz 
310 min. @ 16-bit/44.1kHz 

• Create and store up to 16 playlists 
containing as many as 99 tracks 

Analog Inputs and Outputs 
• Balanced XLR connectors (+4dBu 
input and +19dBu max. output) 

• Unbalanced phono (RCA) 
connectors (-10dBV input and 
+5dBV max. output) 

• 1/4-inch TRS headphone output 
with level control 

Digital Inputs and Outputs 
• AES/EBU balanced XLR inputs ami 
outputs 

• S/PDIF unbalanced phono (RCA) 
inputs and outputs 

Editing 
• Gain control 
• Cropping allows adjusting start 

and end points. 
• Join and Split features allow 
combining and separating song 
sections. 

DSP Finishing Tools 
• Equalization. Compression. 
Normalizing and Peak Limiting 

Includes 
• Infra red remote control and 
rackmount brackets 
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BH 
PHOTO-VIDEO-PRO AUDIO 

THE PROFESSIONAL'S SOURCE FOR PHOTO, 
FOR ORDERS CALL: 

800-947-5518 
212-444-6688 

OR FAX (24 HOURS): 

800-947-9003 
212-444-5001 

MOST ORDERS SHIPPED 
WITHIN 24 HOURS 

OVERNIGHT SERVICE AVAILABLE 
On the Web: http://www.bhphototideo.com 

DIGITAL MULTI-TRACK RECORDERS 

TASCAM 
Co-designed by TASCAM and TimeLine Inc., the MX-
2424 is an affordable 24-bit. 24-track hard disk 
recorder that also has the editing power of a digital 
audio workstation. A 9GB internal hard drive comes 
standard as well as a SCSI Wide port that supports 
external LVD (Low Voltage Drives) hard drives from 
up to 40 feet away. An optional analog and several 
digital I/O cards are available so the MX-2424 can be 
configured to suit your work environment. SMPTE 
synchronization, Word Clock. MIDI Time Code and 

MX-2424 24 Bit 
24-Track Hard Disk Recorder 

MIDI 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, or 
12 tracks at 88.2 or 96 kHz. Up to 24 tracks can be 
recorded simultaneously using any combination of 
digital and analog I/O. 

• Supplied 9GB internal drive allows 45 minutes of audio 
across all 24 tracks 

• Wide SCSI port on the back panel allows you to add 
multiple drives. A front 5-1/2' bay available for 
installing an additional drive, or an approved DVD-RAM 
drive for back-up. 

• ViewNet MX, a Java-based software suite for Mac and 
PC offers DAW style editing of audio regions, dedicated 
system set-up screens that make set-up quicker and 
easier and track load screens that make virtual track 
management a snap. Connects to a computer via a 
standard Ethernet line. 

• Can record to Mac (SDH) or PC ( WAV) formatted 
drives, allowing later export to the computer. The Open 
TL format allows compatible software to recognize 
virtual tracks without have to load, reposition and trim 
each digital file. 

Transport Controls-
• Jog/scrub wheel 
• MIDI In, Out, and Thru ports are built-in for MIDI 
Machine Control. 

Editing-
• Built-in editing capabilities include cut. copy, paste, 
split and ripple or overwrite 

• 100 levels of undo 
• Supports destructive .o»ip ecording and non¬ 
destructive loop recording which conthuously records 
new takes withou: erasing tie previous version 

Build-In Synchronization-
• TBUS protocol can samóle accurately tock 32 machines 
together for 384 tacks ar 96kHz, or 768 tracks at 
48kHz. 

• Can generate or chase SMPTE timecode or MIDI Time 
Code. 

• Word Clock In, Oat. and Thru ports 

I/O Options-
• Optional analog and digital cards all provide 24 
channels of I/O. therH isoae slot for analog and one for 
digital. 

• IF-TD24- T/DIF module 

• IF-AD24- ADAT Lightpipe module 
• IF-AE24- AES/EB'J module 
• IF- AN24- A-D, D-A I/Omodule with DB-25 connectors 

Software Updates-
• System updates are made available through a front 
panel Smart Card slot nr via computer directly frwm the 
TASCAM web site. 

DA-78HR Modular Digital Multitrack 
The DA-78HR is the first true 24-bit tape-based 8-track 
modular digital multitrack recorder. Based on the DTRS 
(Digital Tape Recording System) it provides up to 108 
minutes of pristine 24-bit or 16-bit digital audio on a single 
120 Hi-8 video tape. Designed for project and commerciil 
recording studios as well as video post and field production, 
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/°DIF digital I/O allows pre mixed digital 
bouncing within a single unit, or externally to another re» order or even a DAT or CD record-r Up to 16 DTRS machines 
can be synchronized together for simultaneous, sample accurate control of 128 tracks cf 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 min. recording time on a single 120 tape 
On-Board SMPTE synchronizer - chase or generate timecode 
On-Board support for MIDI Machine Control 

• Internal digital mixer with level and pan fur internal 
bouncing, or for cuick mixes 

• Track slip from -206 ID +7200 samples 
• Expandable up to 128 tracks (16 machines) 
• Word Sync In/CuTTtru 
• Analog output on DB25 talanced or RCA unbalanced 
• Digital output on “DiF or 2 cuannels of S/PDIF 

ATO D CONVERTERS 
APOGEE Rosetta 24-bit A to D Converter 
The high-end quality analog to digital solution 

for the project studio. With support for both 
professional and consumer digital formats 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. Ideal for mastering or tracking. 

F EA TUR ES-
• 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: 

24-bit resolution selector • S/PDIF-ADAT optical 
selector • Soft L mit on nr off • 12-segment metering 
w/ over ondicator & Meter Clear switch • Level trim 

REAR PANEL: 
• XLR balanced inputs • 2 x AES/EBU fo- 88.2/96kHz 2 
channel path. Coaxial S’PDIF. switchable S/PDIF or 
ADAT optical Gutpuls • Wordclock out 

Power switch • Sample Rate (44.1.48, 88.2. 
96kHZ)selector « 16-bit (UV22), 20-bit (UV22) and_ 

Lucid ad 9624 24-bit A to D Converter 
Transparent analog to digital conversion designed to bring 

your music to the next level. XLR balanced inputs teed true 
24-bit converters for revealing all the detail of the analog source. 
16-bit masters can take advantage of the AD9624's noise 
shaping function which enhances clarity of low level signals. 

FEATURES-
• 24-bit precision A/D conversion • Support for 32. 
44.1,48. 88.2 & 96kHz sample rates • Wordclock 
sync input* Selectable 16-bit noise shaping • 

1222223^59 a a 
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Simultaneous AES/EBL. coaxial and optical S/PDIF 
outputs • 20-segmem -ED meters w/ peak hold & 
clip indicators • ALSO AVAILABLE: DA9624 24-bit 
D/A converter 

DIGITAL MIXERS 

VM Basic 72 
Digital Mixing System [^Roland 

The all cigital Roland V-Mixing System, when fully 
expanded, is capable (T mixing up to 94 channels with 16 
stereo (32 mono) onboard multi-effects including C0SM 
Speaker Modeling. Utilizing a separate-ccmponer.t 
design, comprised of tne 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 as a large informative LCD 
and ultra-fast short ciM keys. 

• 94 channels of digital automated mixing (tally expanded) 
• Up to 48 channels of ADATf ascam T-DIF digital audio 
I/O with optional expans on boards anc interfaces 

• Sepaete console/prucessor design 
• Quiet motorized faders, transport control;, totai recall 
of all oarameters including input gain, onboard mixer 
dynamic automation and scene memory 

• 24 fader groups, du.J-channel delays. 4-band 
parametric channel EQ + channel HPF 

• FlexBus and 'virtual patchbay" for unparalleled routing 
flexibility 

• VS8F-2 Effects Expansion Board - Prov.des 2 stereo 
effects processors including C0SM Speaxer Modeling. 
Uo to 3 additional boards can be user-installed into the 
VM-7200 processor, for 8 stereo or 16 mono effects 
per processor. 

• VM-24E I/O Expansion Board - Offers 3 R-Bu$ I/Os on 
a single board. Each R-Bus /0 provides 8-in/8-out 24-
bit digital I/O. totalling 24 I/O per expans.on board. 

•Up :o 16 stereo lor 32 mono) multi-effects processors 
using optional VS8F 2 Effects Expans on Boards (2 
steroo effects processors standard-

•COSM Speaker Modding and Mic Simulation technology 
•5.1 Surround mixina capabilities 
• EZ Routing allows m xer settings to tie saved as remolates 
• Realtime Spectrum Analyzer checks room acoustics in 
conjunction with nose generator and oscillator 

• Digital cables between processor and mixer can be up 
to * 00 meters long- ideal for live sound reinforcement. 

» Dli-AT Interface Box for ADAT/Tascam - Converts 
àgnals between R-Bus (VM-24E expansion board 
required) and ADAT'Tascam T-DIF handles 8-in/H-out 
digital audio. 1/3 rackmeunt size. 

• VM-24C Cascade Kit - Connects two VM-Seues 
processor units Using two VM-7200 processors 
cascaded and fully ixpanded with R-Bus i/0.94 
channels of audio processing are available. 

EFFECTS & PROCESSING 

lexicon 
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 pcwered by Lexicon's proprietary 
Lexichip and offers dual-channel processing, however, the MPX 500 offers even greater control over effects 

parameters, has digital hpu:s and outputs as well as a large graphics display. 

240 presets with classic, twe stereo reverb programs 
as well as Tremole. Rotary. Chorus. Flange, Pitch, 
Detene. 5.5 second Delay .ind Echo 
Balanced analog aid S/PDIF digital I/O 

4 dedicated1 front panel knobs allow aejustment «f 
effect parameters. Easy Learn mode allows MIDI 
patching of front panel controls. 

Tempo-comrolled delays lock to Tan or MIDI clock 

t.c. electronic 
M-One Dual Effects Processor 

The M-One allows two reverbs or other »-ffects 
to be run simultaneously, 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 

20 incredible TC effects 
including. Reverb, Chorus, 
Tremolo. Pitch, Delay and 
Dynamics 
Analog-style user intertace 
100 Factory/100 User presets 

• Dual-Ergine design 
• 24 bit A/D-D/A converters 

• S/PDIF digital I/O. 44.T-48kHz 
• Balanced 1/4' lacks ■ Dua I/O 
• 24 bit internal orocess<ig 

D-TWO Multitap Rhythm Delay 

Based on the Classic TC2290 Delay, the D-
Two is the first unit that allows rhythm 
patterns to be tapped in rfirectly or Quantized 
to a specific tempo and subdivision. 

• Multitap Rhythm Delay 

• Absolute Repeat Control 
•Upto 10 seconds of Helay 
• 50 Factnrv/100 User presets 

• 24 bit A/D-D/A converters 

• S/PDIF digital I/O. 443 -48kHz 
• Balanced 1/4" Jacks - Dual I/O 
• 24 bit internal processing 

B&HPAGE3 ■ ALL ITEMS ARE COMPLETE WITH ALL ACCESSORIES AS SUPPLIED BY MANUFACTURER 
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The VT-737SP is a vacuum tube. Class A processor that combines a mic preamp, instrument DI. compressor and 
sweepable 4-band equalizer in a 2U rack space. Like all Avalon Design products the VT-737SP utilizes a minimum 
signal path design with 100% discrete, high-bias pure Class A audio amplifiers and the best active and passive 
components available. Used by renowned artists and studios world wide and the winner ot the Electronic Musician 
1999 Editors’ Choice Award for Product Of The Year 

FEATURES-
• Combination of TUBE preamplifiers, opto-compressor 
sweep equalizer, output level and VU metering in a 2U 
space 

• Four dual triode vacuum tubes, high-voltage discrete 
Class A with a 10 Hz to 120kHz frequency response 
±0.5dB 

• The Preamp has three input selections- The first is a 
high performance XLR balanced mic input transformer 
with +48v phantom power, the second is a high 
impedance instrument DI with a 1/4 "jack located on the 
front panel and the third is a discrete high-level Class A 
balanced line input. 

• High gain switch boosts overall preamp gam and a 
passive- variable high pass filter, hardwire 'elay 
bypass and phase reverse relay is available for all 
three inputs 

• The Opto-Compressor uses a minimum signal path 
design and features twin Class A vacuum tuoe triodes 
for gain matching. A passive optical attenuator serves 
as a simple level controller. Variable threshold, 
compression ratio and attack and release offer 
dynamics control from soft compression to hard-
knee limiting. 

• The dual sweep mid-EQ can be side chained to the 
compressor allowing a broad range of spectral 

control including de-essing. The EQ can be assigned 
pre and post compressor from the front panel to add 
even greater sonic possibilities. 

• Two VT-737 SPs can be linked together via a rear 
panel link cable for stereo tracking 

• The Equalizer utilizes 100% discrete. Class A-high-
voltage transistors tor optimum sonic performance. 

• The low frequency passive shelving EQ is selectable 
between 15. 30 60 and 150HZ with a boost and cut 
of ±24dB 

• The high frequency passive shelving EQ is selectable 
between 10.15. 20 and 32 kHZ with a boost and cut 
of ±20dB 

• The low-mid frequency is variable between 35 to 450 
Hz while the high-mid frequency is variable from 
220Hz to 2.8 kHz. Both mid-band frequencies offe' a 
boost and cut of ±16 dB and a hi-Q/lo-Q switch. 

• When the EQ to side chain is used, the low and high 
EQ is still available for tonal adjustment 

• The Output level is continuously variable and utilizes 
an another dual triode vacuum tube driving a 100% 
Class A. high-current balanced and DC coupled low 
noise output amplifier. 

• Sealed silver relay bypass switches are used for the 
most direct signal path 

VT-737SP Mono Class A, 
Vacuum Tube-Discrete Preamp-Opto-Compressor-Equalizer 

Type Modular, self-powered near/mid/far-field monitor. 
48Hz - 20kHz frequency response @ 1M 
Peak Acoustic Output 117dB SPL (100ms pink noise at 
1M). 
XLR outputs from power amp to speakers 
Matched impedance output cables included. 

Speakers 
• 2-way acoustic suspension with a 6.5-inch treated 
paper woofer and a 1 -inch aluminum dome tweeter

• Fully magnetically Shielded with an 18-inch 
recommended working distance 

Incorporating a pair of 2-way. acoustic suspension 
monitors and external, system-specific 250 watt per 
side control amplifier, the A-20 provides a precise, 
neutral studio reference monitoring system for 
project, commercial and post production studios. The 
A-20's control amplifier adapts to any production 
environment by offering cont'ol over monitoring 
depth (from near to far field), wall proximity and even 
input sensitivity while the spskers magnetic 
shielding allows seamless integration into today’s 
computer based studios. 

-6dB LF Cutoff 40Hz 
5 position wall proximity control 
5 position listening proximity control between near 
mid and far-f-eld monitoring 
Power, Overload: SPL Output. Line VAC and Output 
device temperature display. 

Amplifier 
• Amplifier Power 250W (continuous rms/ch). 400W 
(100ms peak). 

• XLR. TRS input connectors 
• Headphone output 
• 5-position input sensitivity switch with settings 

VERGENCE A-20 
Studio Reference Monitor System 

PS-5 Bi-Amplified Project Studio Monitors 

ÍIÍCIIÕIICS 
FEATURES-
5-1/4-inch magnetically shielced mineral-filled 
polypropylene cone with 1-inch diameter high-temperature 
voice coil and damped rubber surround LF Driver 
Magnetically shielded 25mm diameter ferrofluid-cooled 
natural silk dome neodymium HF Driver 
70 watt continuous LF and 30 watt continuous HF 
amplification per side 
XLR-balanced and 1/4-inch (balanced or unbalanced) 
inputs 

The PS-5s are small format, full-range, non-fatiguing project studio 
monitors that give you the same precise, accurate sound as the highly 
acclaimed 20/20 series studio monitors. The use of custom driver 
compontints, complimentary crossover and bi-amplifiec power design 
provides a wide dynamic range with excellent transient response and 
low intermodulation distortion. 

52Hz-19kHz frequency 
response ±3dß L 
2.6kHz. active second order 
crossover 
Built-in RF interference. 
output current limiting, over 
temperature, turn-on 
transient, subsonic filter, internal fuse protection 
Combination Power On/Clip LED indicator 
5/8” vinyl-laminated MDF cabinet 

Combines the best of old and new: 
legendary C12 acoustics and the latest 

generation of C414 transformerless FET 
electronics. Although similar in design 
and shape to the C414BULS, the TLII 
features a capsule that is a faithful sonic 
recreation of the one used in the classic 
C12 tube mic combined with computer-
aided manufacturing techniques that 
assure greater uniformity in response 
from microphone to microphone. 

FEATURES-

C414 TLII 
“Vintage TL” 

• Cardioid, hypercardioid, omnidirectional B 
and figure 8 polar patterns 

• Warm, smooth microphone that is suitable for high-
quality digital recording. 

• Frequency response 10Hz to 20kHz 

C4000B 
ELECTERET CONDENSER 

This new mic from AKG is a multi polar 
pattern condenser micropone using a jZdEB 

unique electret dual large diaphram I 
transducer. It is based on the AKG 
SolidTube deisgn, except that the tube 
has been replaced by a transistorized 
impedance converter/ preamp. The 
transformerless output stage offers the F*"^^B 
C4000B exceptional low frequency 

FEATURES-
• Electret Dual Large Diaphram Transducer 
(1st of its kind) • Cardioid, hypercardioid & 
omnidirectional polar patterns • High Sensitivity 
• Extremely low self-noise • Bass cut filter & ■■ 
Pad switches • Requires 12. 24 or 48 V phantom power 
• Includes H-100 shockmount and wind/pop sc’een 
• Frequency response 20Hz to 20kHz 

Hafler TRM-6 
Bi-Amplified Studio Monitors 

Offering honest, consistent sound from top to bottom, the TRM-6 bi-amplified 
studio monitors are tne ideal reference monitors for any recording environment 
whether tracking, mixing and mastering. Supported by Haller’s legendary amolifier 
technology providing a more accurate sound field, in width, height and also depth. 

FEATURES-
• 33 Watt HF & 50 Watt LF amplification 
• 1-inch soft dome tweeter and 6.5-inch 
polypropylene woofer 

•55Hz - 21kHz Response 
• Magnetically Shielded 
• Electronically and Acoustically Matched 

Also Available- TRM-S 
• 1-inch soft dome tweeter and 8-inch 
polypropylene woofer 

• 45Hz - 21kHz frequency response ±2dB 
• 75 Watt HF. 150 Watt LF amplification 

TRM-10S And TRM-12s 
Active Subwoofers 

TRM-10S 
• 10-inch cellulose fibre cone down firing woofer 
• 200 watt low frequency amplifier 
• 30Hz to 110Hz frequency response ±2dB 
• 24dB/octave Linkwitz-Riley crossover variable (40Hz to 
110Hz) 

TRM-12S 
• 12-inch cellulose fibre cone down firing woofer 
• 200 watt low frequency amplifier 
• 25Hz to 110Hz frequency response ±2dB 
• 24dB/octave Linkwitz-Riley crossover variable (40Hz to 
110Hz) 

D^nc nt-2 
lx YJ Lx L. Condenser Mic 
The R0DE NT2 is a large diaphragm 
true condenser studio mic that 
features both cardioid and 
omnidirectional polar patterns. The 
NT-2 offers superb sonic detail with 
a vintage flavor for vocal and 
instrument miking. Like all R0DE 
mies the NT-2 is hand-assembled in 
Australia and is available at a 
breakthrough price. 

FEATURES-
• Dual pressure gradient transducer 
• r capsule with gold-sputtered 
membranes • Low noise, 
transformerless circuitry • Omni 
and cardioid polar patterns • 135dB Max SPL • High 
pass filter switch and -1 OdB pad switch • Gold plated 
output connector and internal head pins 
• Shockmount. Flight Case, and Pop Filter included 
• 20Hz-20kHz frequency response 

VÓy audiotechnica. 
AT4047 

Cardioid Condenser 
The AT4047 is the latest 40 Series large 
diaphragm condenser mic from Audio 
Technica. It has the low self noise, wide 
dynamic range and high sound pressure level 
capacity demanded by recording studios and 
sound reinforcement professionals. 

FEATURES-
• Side address cardioid condenser 
microphone for professional recording and 
critical applications in broadcast and live sound 
• Low self noise, wide dynamic range and high SPL 
• Switchable 80Hz Hi Pass Filter and 10dB pad 
• Includes AT8449/SV shockmount 

Combining Hafler’s legendary .amplifier technology with a 
proprietary woofer design, the TRM10s and TRM12s active 
subwoofers provide superb bass definition required in today's 
studio and surround sound environments. 

VISA 

420 Ninth Ave. 
(Bet. 33rd & 34th St.) 

New York, N.Y 10001 

VIDEO and PRO AUDIO 
TO INQUIRE ABOUT YOUR ORDER: 

800 221-5743 - 212 239-7765 
OR FAX 24 HOURS: 

800 947-2215 - 212 239-7549 PHOTO-VIDEO-PRO AUDIO 

POWERED STUDIO MONITORS 

MICROPHONE PREAMPS 

Minimum Shipping USA (Except AK & HI) $6.95, up to 1 lb. Add 75C for each additional lb. For ins. add 50c per $100. © 2000 B&H Photo-Video. Prices valid subject to supplier prices. Not responsible for typographical errors. 
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CLASSIFIEDS 
CAREER MARKETPLACE 

Are you a recent college graduate with strong DSP skills? 
Would you like to 

• Gain both broad and in-depth exposure to cutting-edge 
audio technologies 

• Be a part of one of the most reputable and recognized 
audio companies in the world 

• Gain unique insight into the top DSP hardware and 
software manufacturers in the industry 

• Be surrounded by co-workers who are both technical 
and musically inclined 

• Have a world-class screening room upstairs from 
your office 

• Work down the hall from the president of the AES and 
other industry leaders 

• Enjoy occasional travel to the far east and other exotic 
destinations 

• Have every other Friday off in one of the most desirable 
areas in the US 

Dolby Laboratories is looking for a few DSP Algorithm Engineers 
We license audio technologies to hardware and software developers for applications such as DVD-Video, 
DTV, DVD-Audio, virtualizers, and electronic (Internet) music delivery. During development, debugging, 
and testing we work closely with top audio manufacturers to guarantee proper implementation of Dolby 
technologies at the algorithmic level. Our engineers gain expertise in one or more of the following 
technologies: Dolby Digital, Dolby Headphone, MLP Lossless (DVD-Audio), AAC, Pro Logic, various 
virtual technologies, and future technologies. Our engineers gain exposure to C and DSP programming 
while facilitating the development and proliferation of Dolby technologies. 

Requirements 
BSEE/MSEE or equivalent with DSP background. Exceptional written and verbal communication skills, 
ability to prioritize, multitask, and work independently to achieve goals in a team environment. 
Interest in music and audio. 

Visit us at the BrassRing Career Event, held November 13-17 
in conjunction with the COMDEX Fall 2000 trade show in Las Vegas. 

Please send resumes to resumes@dolby.com. 
Find us online at www.dolby.com/career. 

□□ Dolby 

The job you want 
Sales • Service • Technical 

Support • Contracting/Install 

Recording Studio • Creative , 

Marketing • And More 

music technology’ direct 

Call and ask for 
Kristine Haas or 
the Career 
Center today! 

800-222-4700 
www. sweet water, com 
careers@sweetwater.com 

5335 Bass Road 
Fort Wayne, IN 46808 
(219) 432-8176 
FAX (219) 432-1758 

TO PLACE YOUR AD 
CALL CHRISTINE VELA 

63I-547-II80 
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GQUIPMGNT DGALGRS COVERS I CASGS & RACKS 

Guitars, Keyboards, 
Pro Audio, Recording 
HUGE INVENTORY - FAST SERVICE 
DISCOUNT PRICES EVERY DAY 

For a FREE catalog call 

1-888-348-5003 
shop ON-UNE at www.rocknrhythm.com 

CALISTRO MUSIC 
All The Best 

Recording Gear 

203-891-8918 

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 

❖ ♦❖♦❖♦❖♦❖♦❖♦❖♦❖♦-Z. 

Î LA-2A LA-3A OWNERS t 
* Before you by a new T4B optical * 
♦ attenuator, have it rebuilt at a fraction ♦ 
♦ of the cost. Also stock OPTO’s. ♦ 
♦ WHO/WDE/lMßMMßS ♦ 
t 914-256-0032 J 

COMPUTGRS_ 

Computer Workstations 
Broadcast • Sound Reinforcement • Recording 

USA.COM 
“Computer experts who understand pro audio!" 

MUSICAL GGAR 

Every major brand of everything. 
Millions of dollars of musical gear in stock. 

ALTO MUSIC 
Guitars, recording, keyboards, amplifiers, drums, pro sound, 
new & used. One of the largest selections in the country. 

We ship everywhere. 
(914) 692-6922 • Fax: (914) 692-5551 

altomusic.com 
680 Route 211 East. Middletown. NY 10940 

Ask for Uncle Freddy-He loves Ya! 

INTGRCONNGCT 

BAND IN A BOX 

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 (like C, Fm7 
or Cl 3b9), choose the style you'd like, and Band In a Box does 
the rest - automatically generating a complete professional 
quality five instrument arrangement of piano, bass, drums, 
guitar and strings in a wide variety of popular styles. 

Band in a Box Pro S88 USD 
Band in a Box MegaPAK S249 USD 

PG Music Inc. 
29 Cadillac Avenue 

Victoria, BC V8Z 1T3 Canada 

1 800 268 6272 
(250) 475 2874 

HE 
■I Wxwdi music 

www. pqmusic.com 

E mail: sales@pqmusic.com 

SAVE THOUSANDS OF DOLLARS 
BUYING YOUR NEW & USED 

EQUIPMENT FROM US 

94 STATE STREET • NEW LONDON, CT 06320 

800.264.6614 • 860.442.9600 
carusomusi@aol.tom • http://www.taruso.net 

console 
for Parasonic DA 7 
(shown) $849.95 

com 

Consoles, 
Mastering Desks, 

Digital Workstations, 
Keyboard Workstations, 

Rack enclosures, Spkr. Stands 

argosyconsole. 

ARGOSY 800.427.5698 
573.346.8549 

RGCORDNG STUDIO 

Let's get serious shall we? 

The Ultimate Pro Tools Studio 
/'Vil AV 305-604-9210 www.diginote-miami.com 

We can take your project on any 
format (ADAT, Tascam, 2" tape 
or DigiOOI) transfer it to our ' 
amazing Pro Tools System, do ( W » Mi 
some high end overdubs,,, . ■BF r 
tweaking and mixing td^fveyoti » 
the same professional results we 
produce for our retient clients like 
Christina Aguilera. Sly & Robbie, * 
JT Money, Rudy Perez and David Cote just to mention a few. 
Can't make it to Miami Beach? We offer ISDN service tnd tre 
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CLASSIFIEDS 
INFORMATION GUIDE 

OISCMAKtKS

ns* er 

FREE Guide 
Saves You Time and Money! 
Contact us today: 1-800-468-9353 
www.discmakers.com/eq info@discmakers.com 

DISC MAKERS 

In the 
Studi 

TRAINING / TUTORIALS 

RECORDING ENGINEEF 

Or visit us at www.audioinstitute.com 

easy nome-atuay practical training in 
Multi-track Recording. Join our successful 
working graduates or build your own studio. 
r FREE INFORMATION: 

ludio Institut? of America 
B14 46th. Ave. Suite AN, San Francisco. CA 94121 

VOCALS 

SINGERSISocalI, 
Unlimited, Low Cost, Instantly Available 

Background Music from Original Standard 
Recordings! Does Everything Karaoke 
does... Better and gives you the 
Thompson Vocal Eliminator''' 
Free Brochure & Demo Tape 
LT Sound Dept EQ-1 / 4K 
7980 LT Parkway,Lithonia.GA 300 
lnternet-http://ltsound.com 
24 Hour Demo/lnfo Request Line (770)482-2485-Ext 28 
When You Want Something Better Than Karaoke!) 

ACOUSTICAL PRODUCTS 

BIG STUD» SOUND: $299 
With the new Roominators” Alphal ” Acoustical Control Kit, it’s easy to make your place sound great! 

Big-name artists, networks, motion picture companies & studios know it: good gear in a bad room sounds no 
better than bad gear, so they tame their acoustics with goodies from Auralex. Now we've shrunk that big-studio 
sound down into the handy “take home’ sized Alphal ! 

It’s never been this easy & affordable to make your room sound better! 

• In this one kit you get everything you need to improve the sound of your small 
studio, iso booth or control room: bass traps, absorbers.even adhesive & 
installation tips! If your needs dictate, simply add more Alphal kits. 

• You’ll immediately notice improved imaging, tighter bass & less “room" sound. 

Your monitors, mies, & 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 will sound clearer! 

Gone will be the dastardly room reflections and bass buildup tiat 
have been keeping you from hearing the "true" sound you desire 
(and thought you were paying for when you bought your gear)! 

Don’t put up with bad sound any longer! Get to your favorite 
dealer and check out the full line of affordable Roominators 
Kits & other industry-leading Auralex products today You’ll 
be surprised at how easy & affordable great sound can be. 

If you need help, remem¬ 
ber we’ve always given free 

initial consultations. And if 
you're building a studio, check out our 

acclaimed booklet Acoustics-101 '*. It’s 
a free download from our website! 

(Auralex 
www.auralex.com • Sound Control For The Rest Of Us " • 800.95.WEDGE 

TAPE RECORDERS 

Reamp 
TAPE RECORDER TO GUITAR AMP INTERFACE 
Feed instrument amps or stomp boxes from pre-recorded 
tracks with the correct impedance & level match easily. 
Used by professionals everywhere! NOW ONLY $199.00 

find out why at www.reamp.com 

SOFTWARE 

Great Deals & Service on Over 15,000 Products 

Pro Audio Sound Cards, Interfaces, Cables, 

Software, Controllers, Samples, Sequences 

www.midi-classics.com 
Call 860 651 1349 NOW! 

MIDI Classics, Dept.P, Box 311, Weatogue, CT 06089 

STREAMING MEDIA 

4P 

Stream All Formats from One Account 

Month-to-Month Tenns 
sales@playstrea ncom 

& 
1 

. One-Hop Connectivity to the Internet 

Stream from $9-95/Month (No Setup Fee) 

Media Reports 

k Free 15 Day Evaluation 

Pay-Per-View Services 

•V PlayStream 

For Advertising Rates, 
Call Christine at 631-547-1180 
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DUPLICATION / REPLICATION SERVICES 

ONE-STOP AUDIO 
MANUFACTURING 
• CD Replication 
• Vinyl Records (colors available!) 
• Cassettes 
• Graphics Design 
• Super-Hot Mastering Studio 

NEW - On-Demand Color Printing 

Work directly with the factory and save! 

Best Price, Best Service - For more than 20 years! 

EUROPADISK.LLC (800)455-8555 
www.europadisk.com (718)407-7300 

500 CDS 

www.pncd-arts.com 

800-662-4033 

th Printing and Film 

Audio Mastering 
Graphic Design 
Film 
Printing 
Packaging 

Just send us your 

Cd Master 

and 

Graphic Design, 

we’ll do the rest! 

•849.“° 
jewel box, assembly 

OR: 
0 CDs for $199 

Reserve Ad Space 

cvela@uemedia.com 

Don’t go crazy, Go direct! 

omsdirect > 

$899.00 
500 CDs with 

4 page CD folder & 
tray card (4+1) 

ar fl399.00 la 1000 CDs 
(from master and film supplied; 

Coll 1.800.MMS.4CDS 
for your free catalog 

www. mms direct. com 

CD ► CD-ROM ► DVD ► Vinyl ► Cassette 

Design ► Mastering ► All Related Packaging 

.1.000 CP's 

Expert mastering & Graphics $ 1395.00 

Short runs & Custom orders h^Tn lahoi*1 book, CD label, 
Great prices on cardboard sleeves & packaging 

500 CD's with Window Sleeves $503 
THESE ARE NOT CDR'B 2COLOR SILKBCREEN ON DISC 

500CD’S RETAIL READY STARTING AT $850 

MAKNC N*PLM*NT MUSIC SKŒ1989 

(A 
>■ ta 
u 

(A 

Ct 

III 

u 

mastering & editing 

3G years experience 

guaranteed national distribution 
Amazon.com, CDNow, Tower Records^tc. 
call or visit our website for details! 

1-800-880^0073 
www.crystalclearsound.comlcdtape 

REJ1 

CD, CD-ROM, 
& cassette 
manufacturing 

500CD's Complete reta*. Package $ 1199 
I6HOUFSDEXN. LAtaurjCA^^lM PRUT. PAOCAOHa HARTSNND 
SHRINKWRAP ANO CD MANUPACTURINO. RCADY TOSCO. / 

luminous Rm 1-800-726-2811 
www.fltonet.can Cail for our FRS Brodure! 

earth disc 
500 FREE CDS 
ONE W Mint wm BE PICKED EACH MONTH 
GO 1C OU» WEBSITE FOB CONTEST RULES RESTRICTIONS MAY APPLY 

$1385 I 000 CDs 
package indudes. 
film operations 

full color 2 page/4panel tetse. > 
3 color on cd printing/glass master. 

rs / jewel box. shrink wrap' 

7 O 6 . 500 CDs 

rb.y »eludes: 
- Jm 2 page/4panel insert 

J <■?■,» .... cd print ngglass master. 
je»" f,:> shrink swap 

$ I 2 9 9 .« 500 

1.800.876.5950 
CASTLE TECHNOLOGY, INC 
1-800-636-4432 FAX 615-399-8855 

CDR DUPLICATION 
- PRINT ON CD - CD INSERTS 

PRICES START AT $ . 90 each 
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CLASSIFIEDS 

DUPLICATION I REPLICATION SERVICES 

CD - R DUPLICATION 
50+ 2.49 300+ 1.89 
100+ 1 99 500+ 1.79 
200+ 1.94 1000+ 1.69 
Price Includes: CD - R. Duplication, Thermal 

Imprinting, Jewell Box, 
f \ Inserting of cover, 

(THE 4th CREATION) & Shrinkwrapped 
DUPLICATION 

(936) 756-6861 

CD-R COPIES Lowest 
Prices! 

Compact Disc Replication 

Allen Lowe 207-741-2846 

1-800-927-3472 

Quick Turn-around 
10 to 10,000 copies 

Prices include jewel box 
and printing direct on disc 

100 CDs $185 
50 CDs $115 
25 CDs $60 . . 
i n r no c-5 n We also do design and Pnntog iu uus offu|| co|oran(j Mm œvers _ 

www.elsproductions.com SVfb Specials 

IT'S YOUR BABY 
AND WE DELIVER. 

Cl Ptckaits iicliH: Um «nur, ! calar Mal, |mi kai, laclailai, pal i«r a* 

Other Services lecMe. • Mesteri n • Design • film • Printing 

800-DIGIDOC 
www.dlgldocpro.com 

ABOU QQ REPLICATION 

TALKWTHA
HUMAN BEING 

OASIS® DUPLICATION OFFERS: 
• Innovative Packaging, including the 

revolutionary Oasis Jewel-Free™ Box 

• Free Radio Promotion on our 

OASISSaMPLER™ CD compilations 

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 

We do what a label does. 
For you. 

(888) BY-OASIS (888/296-2747) 
¡nfo@oasisCD.com 
www.oasisCD.com 

0005707010 

TAPEWORLD.COM, BUTLER. PA I KM • FAX 800-322-8273 
OVER 500 DIFFERENT. SCHOOLS ON P.O M-F 8-5 

1 -800-TAPE WORLD or 1 -800-245-6000 
We’ll beat any price! 6.95 SHIPPING < FREE CAT. 
SONY 

DAT-120 4 99 
DAT-124PAO 699 
T-120V 149 
L-75O0T 399 
H18-120 4 99 
MDW-74 2 49 
HF-90 59 

MAXELL 
XLII-90 1.39 
XLIFS90 199 
T120HGX 199 
T-160GX 199 
T-120BR 119 
CDR-74 MU 289 
UR-90 69 

TDK 
CDR-74 TWIN 299 
SA-90 119 
SAX-90 199 
SAX-100 209 
T120EHG 199 
DAT-120 6 49 
JVCDVC-60 8 99 

FUJI 
SVHS-T120 5 49 
HI8 120 4 99 
DR-I-60 59 
T-120SHG 199 
JVC ST 120 399 
JVC T120 1 39 
AUDIO CDR 199 

1 
ï 
s 
i 
1 

46 PRODUCTIONS 
25 CDRs - $90 / 50 CDRs - $140 

100 CDRs - $200 / 200 CDRs - $340 
From CD or CDR master. Includes CDR in jewel 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 
Phone: (800) 850 5423 • E-mail: info@46p.com 

Visit Our Web Page at: http://www.46p.com 

New England 
Compact Disc 

www.yourmusiconcd.com 
SNS 10 cdrs • S50, 25 cdrs - STS, 50 cdrs-S125 SNS 

100 CDRS - $199.00 
Includes cdr, on cd print, & jewel case 

OR 100 FULL COLOR CDR 
^^PACKAGE FOR ONLY $375.00^^ 
Atlanta 678-442-0933 Toll Free 877-442-0933 

1V1 UUTI-Mk l>I A 
The Best CD and Cassette Packages In The World 

CD Mamfactvring, Cassette Di eucation, 
Graphics, Printing i Morí 

Portland • 1-800-637-9493 • Los Angeles 
A Division ot SarShan Marketing. Inc. • E-mail: jzobristshq.tcfarms.com 

PROFESSIONAL • RELIABLE • AFFORDABLE 

i Mastering 
1000 Bulk CDs $699 

3 color on disc from your film & master 

410-515-4844 CO fl 
WWW.CYBERELLASTUDIOS.COM 

FAX YOUR AD 631-547-1 181 
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DUPLICATION I REPLICATION SERVICES 

Factory-Direct Pricing. 

CD SOURCE 
1.877.CD PRESS (toll free) www.cdsource.net 

1 n n fl CD PACKAGE: 
1UUU $1249 

CD PACKAGE: $975 
INCLUDES: 

• ORIGINATION • I -COLOR 1 -PAGE BOOKLET 

AND TRAY CARD' • 1 COLOR CD LABEL¬ 

JEWEL BOX & SHRINK WRAP • QUICK TURNAROUND 

* from your print-ready film (in Itoinbo's spots) 

Rainbo Records and Cassettes 
1738 Berkeley St. • Santa Monica,CA 90404 • (310) 829-3476 • 
Fax: (3 10) 828-8765 «www.rainborecords.com • info@rainborecords.com 

INCLUDES: 
ORIGINATION • FULL COLOR 4-PAGE BOOKLET* 

(INSIDE BLACK) and 4 COLOR TRAY CARD* • 

2-COLOR LABEL IMPRINTING* • 

JEWEL BOX & SHRINK WRAP • QUICK TURNAROUND 

* from your print-ready film (in Rainbo's specs) 

IN-HOUSE CD, VINYL & CASSETTE REPLICATING & PACKAGING • OVER 60 YEARS OF EXPERIENCE 
ASK FOR OUR FREE BROCHURE! PRICES SUBJECT TO CHANGE WITHOUT NOTICE 

ESt. 1969 

Call Today 1- 800- 527- 3472 (Outside TX) 
(214) 741-2027 

902 N. Industrial Blvd Dallas, TX 75207 

Vinyl Pressing Special Radio & Promo Packages *12' Vinyl Pressing 

_ • Dub Plates 
•Compact Discs 
•Cassettes 

nt 

Coll with questions or inquires on other services 

a (cdTabout our"broker discounts} 

1.888.891.9091 

Media Services 
4030 S. 108th Street 
Omaha, NE 66137 
1.888.891.9091 

www.mediaomaha.com 
mediaomaha @ aol.com 

BULK CD’s* 
STARTING AT 

62C 

GUARANTEED NATIONAL 
DISTRIBUTION! 
and FREE barcode 

$1395 
2 Panel 4/k book, 

4/0 tray 

includes: 
national distribution, printed 

inserts, FREE barcode, 
topspines, all films, jewel cases, 

assembly & wrap 
2 color CD's, 1000 units 

$1595 
4 Panel 4/k book, 

4/0 tray 

includes: 
national distribution, printed 

inserts, FREE barcode, 
topspines, all films, jewel cases, 

assembly & wrap 
2 color CD's, 1000 units 

RESERVE SPACE ONLINE EMAIL CVELA@UEMEDIA.COM 

500 CDs and Jewel 
Boxes for $650°° 

|QCQ| 800-859-8401 
Great prices on complete packages with 
printing, graphic design & mastering 

www.go-QCA.com 

Audio Cassette Duplicator Co 
12 CD’s $3.49 each 
1OO CD’s $1.99 each 
(818) 762-ACDC (2232) 

www.acdc-cdr.com 
12426 1/2 Ventura Blvd. 
Studio City, CA 91604 

CD’S IN 2 DAYS! 
Guaranteed! ! 

SMALL AD 

BIG SAVINGS 
CDs fast turn around from 1-10,000 

Audio Labs, Inc. 
1»800«801«SONG (7664) 

DD/Ï1 
816 Fifth Avenue 

Pittsburgh, PA 15219 

DIGITAL DYNAMICS AUDIO INC. 

OCD Mastering and Replication 
OCass. Mastering & Replication 
0 Digital Audio Post Production 
O CEDAR Sonic Restoration 

Full Service Digital House 
http://www.4ddai.com 1-800-444DDÄI 

HEY LOOK! 

WE’RE ON THE WEB! 

Toll Free 
800-538-2336 ^NRS 

National Recording Supplies Inc. 

All Formats! 
Best Prices! 

www.tapes.com 
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CLASSIFIEDS 

MASTERING 

STUDIOS-. CD MASTERING SPECIAL 
UP TO 25 MIN. W comp, NR. UP TO 60 MIN. 
o/»// sequencing, imaging, only 

etc. See website. 
Send us your mix on OAT, CO R. R to R. Cassette. MO-

We'll send you a Duplication-Ready Master and Reference copy. 

7A \A/CCT niastering@7awest.com (617)755-3575 
/A WLOi www.7awest.com 

Over SO Years of Audio Excellence 

Sound Affair Mastering 
CD Mastering From All Formats 

CD & Cassette Duplication 
First Class Service 

714-540-0063 Call for your FREE demo 
_ www.soundaffairmastering.com_ 

Need Fat Major-label sound 
on your CD? Call the Analog Specialist! 

DRTmastering.com 800-884-2576 

■ ■com 

DeNoise 
Mastering and Sound Restoration 
on Sonic Solutions & AudioCube 

Toll Free 1-866-DENOISE 

ROSS AROUND DIGITAL 
MASTERING 

Get the personal professional 
touch your product deserves. 
At a price you can afford. 

Guaranteed results. Demo available. 
www.rossaround.com 
805-660-0776 

U WHITEWAITER STUDIOS 
Mastering Services 

Major label quality/lndie Prices 
CD & CASSETTE FACEAGES 
\000CDe-. Deolgn/Fllme/Color Print $1499 • 500 CD Fromoe/$499 ■■■■ 
500 Real-Time Chrome tapee/Coior J-ceráe/layout/Fllme: $690 

Ô2Ô-2 74-0956 ̂ ^ww^lt^weterrecordlng.com 

AUDIO - CD - D V 
MASTERING & DUPLICATIC 
16 á 24-bit Sonic Solutions/Weiss audio mastering call 
Check out our sound quality. 1 single master (call) FREE 
1OO CD-Rs & 1OOO CDs(bar code>-starts at $269 & $749 
Audio mastering & C D-Rs turn-around_24 hr. 

Video & audio encoding $35 & $ 1 5/min. 
DVD authoring call 
50 DVD-Rs 

510 
ering» 

_ $2200 

6 5 3 3 8 3 8 
www.cdpremastering.com 

FAX YOUR AD 
G3I-547-II8I 

New, Used and Vintage Recording Equipment 
Buy • Sell * Trade 

API. Neve. Fairchild, Manley, Quested. Urei 
Pultec. Neumann. Lang, Studer, and More! 

www.odysseyprosound.com 
Teh (978) 744-2001 Fax:(978) 744-7224 

RECORDING SERVICES 

^digi mixdoctor, com 
Send us your music on any format. 

We will doctor your sounds and return to you 
a professional mix. 

Experienced Engineers with Major Label Credits. 

phone 615.385.3820 or check us out @ digimixdoctor.com 

WWW. 
TapeBaigains 

Low Prices! On-line Ordering! 
Low Prices! ADAT! 
Low Prices! DTRS! 
Low Prices! R-DAT! 
Low Prices! ZIP! 

Low Prices! JAZ! 
And Much More! 

Getting your audio, video, and 
data recording media is as easy as 

a click of the mouse! 

www.tapebargains.com 

NEW ARRIVALS 

if NEW ACID CDs and 
FREE DOWNLOADS! 

From the creators of the popular Universal 
Groove Elements and Futurist Drum n Bass acid 

libraries. U.G.E. 2 (1.1 gig 1750 loops) 
Ugly Remnants (1.22 gig gig 1808 loops) y/ 

¿Ar* www.Endlessflow.com 
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TECHNOLOGY • pr° s»und Nws
NETWORK • Surround Professional 

• Systems Contractor News 

is looking for Talent! 

J

oin Us in Building the World's 

Most Important Destination 

for Professionals Involved in 

the Creation and Delivery of 

Entertainment and the Installation 

of Entertainment Systems. 

• Residential Systems 
•EQ 
• Medialine 
• AuloMedia 
• Car Sound 
• Television 
Broadcast 

• Government 
Video 

• Videography 
• Digital Cinema 

•DVD 
Entertainment 
Conference 

• Surround 
Expo 

• Government 
Video 
Technology 
Expo 

• DigitalTelevision.com 

EntertainmenflECHcom 
THE ENTERTAINMENT TECHNOLOGY NETWORK 

We are now soliciting resumes for senior management positions in marketing, sales, busi¬ 

ness development, content, training/education and technology. Experience in electronic 

media business and entertainment technology markets preferred. 

Send resume and cover letter explaining how you can help us build the world's largest net¬ 

work of entertainment technology professionals to: 

Human Resources Director, Entertainment Technology Network, 

460 Park Avenue South, 9th floor, New York, NY 10016 



Sweetwater 
music technology direct 

www.sweetwater.com 
Voice: (219) 432-8176 • Fax: (219) 432-1758 • Email: sales@sweetwater.com 

5335 Bass Road • Fort Wayne, IN 46808 

Sweetwater is an authorized Apple VAR and MOTU specialist 
From your Mac, to your MOTU audio system, 

to Iree lifetime tech support, we make it easy for you. 

CALL NOW! 
LOUD WAVES 

on the way to your gold record. 

It's everything you need, 
with essential daily tools, 

sweetening and mastering 
processors, and sound design 

mindoenders. From the original 

Q10 and L1, to the Renaissance 
series, to Enigma and MondoMod. 

Don't skimp. Go for the Waves Gold, 

Waves Gold Native'“ contains all the plug¬ 
ins from these Waves Bundles: 

• Native Power Pack'“ 

•Native Power Pack 11“ 
Pro-FX Plus'" 

the ability 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 
zippernoise. You can even morph between presets-in realtime. Forget your 

old standby. Let RealVerb bring new quality and space to your recordings. 

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. RealVerb uses complex spatial and 

spectral reverberation technology to accurately mode! an 
acoustic space. The bottom line? Great sounding reverb with 

RealVerb 

...a total of 15 Waves processors. Andyousaveabundle 
when you go for the gold! 

Gold 
bundle 

STEREO REVERB WAVES PROCESSING 



4 

MOTU AUDIO SYSTEM 

^ÍOTU 

essential tools. 

Why is Apogee's new 
Trak2™ two-input microphone 
pre-amplifier and A/D the 
perfect addition to your MOTU 
recording system? Because it's 
from Apogee. And because it has: 

directly from HUI. Keypad and transpon controls let you locate 
Digital Performer's main counter instantly, just like the familiar 
keypad on your computer keyboard. HUI is a complete hardware 

workstation console, with the user-friendly ergonomics that Mackie 
mixers are known for. If you workday in and day out with Digital Performer, 

HUI will significantly boost your productivity through direct hands-on control. 

[«tai 

2000 
EDITORS 
CHOICE 

Expand your 
MOTU desktop 

Why is the Mackie' HUI " the ultimate mixing 
worksurface for Digital Performer? It's like placing 

your hands on Digital Performer itself. Sculpt your mix 
with HUI's silky-smooth, touch-sensitive motorized faders. 
Tweak effects parameters with firm, yet responsive V-Pot 
rotary encoders. You can even call up plug-ins on-screen 

• 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 

essentiara 

for|VIAS 

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. 

HUI 
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My AES favorites 

Round Up the Usual Suspects 
Everyone is back from the AES show, except 
for maybe the guy on the street I hired to hi¬ 
jack the Meyer truck full of X-10 speakers and 
the load of Sony DMX-R100 consoles on their 
way back to Sony. I haven’t heard from him, 
so he is either enjoying the spoils in his new 
project studio located under the 9th Street 
crossover, or he has been put safely away 
somewhere where they are bribing him with 
regular daily meals so he will snitch on who¬ 
ever put him up to it. 

AGS Stuff 
I know you’ve already heard a lot about this 
year’s AES show, but here's a partial list of what 
I found most interesting. 

Little Labs 
A friend grabbed me and showed me a booth 
I had passed by 40 times without noticing. It 
was a little booth with a little sign, saying “Lit¬ 
tle Labs.” They were showing two products that 
I really liked. One was a direct box/splitter for 
guitars. You plug in the guitar and the signal 
can be sent to the tape machine and up to 
three guitar amps at the same time. The sig¬ 
nal is split with precision transformers so that 
there is no change in impedance when more 
than one guitar amp is involved. An addition¬ 
al feature of the box is the ability to send a line 
level signal from tape through the box to the 
aforementioned trio of guitar amps. I have been 
recording guitars direct and sending them 
back out to the amp for 35 years. The trick is 
to match the impedance and the level so the 
guitar amp thinks it is seeing a guitar.. .what a 
concept. I built a box that I still have kicking 
around somewhere, but now I found the per¬ 
fect way to replace it. 

I am not done with Little Labs yet. They also 
had a digital audio router that worked like a 
video selector switch. You can have four out¬ 
put devices and select among any one of the 
five inputs. The digital signals are buffered and 
regenerated for each output, so there is no 
loading down of the signal when one source is 
sent to multiple outputs. Both boxes cost about 
the same as the new shoes my wife just 
bought. 

Panasonic 
Panasonic is re-structuring the way their pro au¬ 
dio division works. They have dumped all of the 
consumer-grade products and are focusing on 
high-end audio. The first product to hit the 

streets will be an eight-channel mic pre with 24-
bit/96 kHz A/D conversion. They have spent 
lots of money and lots of man-hours to come 
up with a top-notch product. It looks good on 
paper, and I will let you know as soon as I hear 
it in a studio environment. 

The new software for the Panasonic DA-7 
digital console was drawing a crowd. The lat¬ 
est software revision includes a HUI emulation 
mode. This will allow control of Pro Tools faders 
as a page on the DA-7. Lots of guys are buy¬ 
ing consoles for fader automation and hard¬ 
wired EQ and compression to free up Pro Tools 
for the esoteric plug-ins. I work this way a lot. 

Sony 
Okay, see what happens when you spend a lit¬ 
tle more for a console? The Sony DMX-R100 
was pushing the envelope for small format dig¬ 
ital consoles. The two biggest features are 
1,024-step faders and the color touch screen. 
For surround panning, you just touch the pic¬ 
ture of a room wherever you want the sound 
placed. I have only one problem with the col¬ 
or touch screen. If anyone put their grimy 
hands on mine, I would break their hand! 

The faders are the best part. The Sony DMX-
R100 is the only small-format console with ac¬ 
tual touch-sensitive faders. All of the other con¬ 
soles use a method whereby the fader needs 
to actually be moved for it to be considered a 
“touch.” But here, if there is a vocal ride com¬ 
ing up that you want to erase, all you do is 
touch the fader. The fader stays right where it 
is, and the computer re-writes the fader data 
until you release the fader. This is the way that 
large-format consoles work. Of course, the au¬ 
tomation for large-format consoles costs 
about $1,000 per fader plus $70,000 for the 
computer. 

The 1024-step part is good, too. The 
large-format consoles use this step size. I think 
the Oxford uses 2048 steps. This allows you to 
make very small 0.1 dB changes in the sweet 
spot, and gives you a finer resolution when the 
fader is down at -20 or -40 dB. These ultra-fine 
kind of fader trims are common in large-format 
consoles, and you can hear a 0.1 dB difference 
easily when comparing the level of two 
sounds. 

High-Gnd Reverbs 
The race is on for the next level of reverb pro¬ 
cessing. Lexicon was showing the new 960 

► continued on page I46 
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This Mic Is Anything But Flat... 
The Neumann M 147 Tube 
For years, vintage Neumann tube mies, 
such as the venerable U 47, have been 
high-priced, highly prized commodities. 
Why, when advances have created mies 
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. 

...Thal's Why The Pros Love II. 
Neumann — The Choice of Thooe Who Can Hear The Difference 

What The Professionals Are Saying About The Neumann M 147 Tube: 

“So far, I'm thrilled to pieces 

with the Neumann M 147 Tube. 

I don’t think there's any instru¬ 

ment that I wouldn’t try them 

oi. Whatever instrument I used 

them for, I was very impressed 

with the sound. I wish I had 

about five or six of them!” 

- Al Schmitt, 
as quoted in EQ, 
March 1999 

“I would recommend the 

M147 hignly 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, I like the 

M 147 a lot -- so much so that 

I 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 mies that have a for¬ 

ward character are really just 

brittle and edgy, and the 

M 147 is completely different 

from that" 

- Monte McGuire, 
Recording, 
July 1999 

“I 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 

“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. Its 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 

midi interfaces 

sync 

plug-ins 

virtual instruments 

midi system management 

automated control surface support 

the most complete integrated system available 

MOTU 
motj.com 
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