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Simply Logical
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PRESEY/PROGRAMMABLE
98 BIT SIGNAL PROCESSING

00-99 PRESET  100-199 USER

PRESET/PROGRAMMABLE 18 BIT SIGNAL PROCESSING

ntroducing the new MicroVerb® 4 from Alesis. It's the logical
solution for songwriters and performers who need great-
sounding, easy-to-use, affordable digital effects.

GREAT SOUND

reverb, delay, chorus, flange, rotating speaker effects and

MicroVerb 4 provides 200 programs of

maore, many in true stereo. Some Programs ofter up to three
effects at once. Plus, MicroVerb 4 provides two real-time
editing knobs so you can easily tweak the two most logical
parameters in each program (like decay and high cut on a
reverb or chorus rate/depth) without complex programming
hassles. Then, you can save 100 of your edited effects patches
in a dedicated User bank.

GREAT PERFORMANCE

add life to your live performances, since it responds to MIDI

MicroVerb 4 also makes it easy to

For mare information abowt MicraVerd 4, sce your Authorized Alesis Dealer or call 316-841-2272.
MicroVert is a registered trademark of Alesis Corporation.

Alesis Coeporation 3630 Hoidrege Avenue

"t Angeles CA™ 90016 310-841-2272 alecorp@alesisi.usa.com

program change and modulation, and provides a two-way
footswitch jack that offers both bypass and program control.
And with 18-bit converters and a 20kHz frequency range,

MicroVerb 4 offers professional-level processing at an
incredibly affordable price. You can’t get more logical
than that.

When you're in the groove and need to get a
great sound without spending a lot of

time getting set-up, the new
MicroVerb 4 is simply the logical
¢choice. Check it out at your
Authorized Alesis Dealer

today.

ALESIS
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It's nice to know an AKG studio standard isn't over anyone’s head anymore.

Even among pros, there are times when your
talent exceeds your budget. That's why we
created the new AKG C3000. It has the
warmth, clarity and character of the
most popular AKG studio mic in
the world— at about half the

price. In fact, when you
hear it you'll be amazed
what a large, gold-coated
diaphragm will do for
your sound. The C3000
gives you all the quality
of an AKG without

having to pretend it's

N

Bean, from D'Ciickoo, whose new “Umoja”
CD is on RGB Records.

an AKG. Itis
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1996 PREVIEW

It’s October, which means it's time once again for the annual AES convention. What are the new
products and trends that will affect the industry in the upcoming year? Find out in this special sec-
tion that includes an expanded Product Views section and numerous First Looks, as well as:

o THE BIRTH OF NEW YORK SOUND By Phil RAIONE.............couuceiiimieiiiciiencnieiicniesstesies i s 82
Professor Phil Ramone recounts some of his experiences in the burgeoning New York music
scene in the early 1960s.

© 1995 EQ READER SURVEY ..ottt ittt et esmn s st cas bt ss e 90
Make your voice heard in this informative (and entertaining) survey that’ll let us know you better.

© PROJECT STUDIO OWNER OF THE YEAR: HANS ZIMMER By Steve La Cerrdi ...t 94
Go behind the scenes with Hollywood's busiest compaser and find out what part his project
studio complex plays in his scoring successes.

THE YAMAHA 02R REVIEW By Roger NiCHOIs..........c.c.oooiiiiiiiiiiiiiii b 102
Nearly a year after it introduced the innovative ProMix 01. Yamaha has debuted the sequel: the
ProMix 02R. Roger Nichols puts the 02R through its paces. Find out if it belongs in your project stu-
dio or road case.

TOURING W /BLUE OYSTER CULT: WHAT 1 DID ON MY SUMMER VACATION By Sreve La Cerra.........

A MONTH IN THE LIFE AT TRAMPS By BAKEI LEE..........ooiaieiieinieiii e .....120
HOOTIE & THE BLOWFISH GROW UP AT SUMMER CAMP By Roger Darnell ... 126
ROAD TEST: MACKIE 244 MIXER By ROD COIDY.........cccooovmiiiii i e a3 2

TECHNIQUES/WORKSHOPS
STEVIE WONDER: THE WONDER OF [T ALL By ROD AFDIIIEer ........coovvooiiamiiiei b
FRANCIS BUCKLEY: “JOOK” WHO'S TALKING By Michael Gelfand.....................ccccccoooomniiiiiiiinn 44

I

COLUMNS/DEPARTMENTS

MI INSIDER: WIDE OPEN MIXES By Craig Anderton...... S R . 5555 LY e =t ¥ A
MAINTENANCE: TIPS ON TOOLS By Eddie Cilelti..............ccccuuiriimimiimiiiiiiiieiice b

FAST FORWARD: INSURE YOUR STUDIO’S SUCCESS By Martin Polon. ...........ccccococveviviiiiiniiiiiis
ACROSS THE BOARD: | HAVE NOTHING AT ALL TO SAY By Roger NiChiOls ..........ccoooviminiiiiiiiiiien 178
LETTERS TO EQ ... 6  IN REVIEW: FOSTEX RD-8 DIGITAL MULTITRACK ......... 136
BQRIAR. . ..cieriiininiieniesiensiiiiiuiensneeniasees vomma saassmmme 10 N REVIEW: DIGITECH STUDIO VOCALIST .................... 142
ROOM WITH A VU: DAMIAN F/X STUDIOS ................. 16  IN REVIEW: KORG X5D SYNTH & X5DR MODULE.......146
MICROPHILE: SENNHEISER PROFORCE SERIES .......... 20  IN REVIEW: HAFUER P3000 AMPLIFIER....................... 150
EQ TRACKS: WHITE ZOMBIE “MORE...THAN HUMAN” .24  ADINDEX ..ot 147
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TASCAM DA-30mkil

Inrrosucne The TASCAM DA-30 mkll

Starning NEXT GENERATION DAT TECHNOLOGY Witk UnseatasLe
TASCAM Quaciry AND DuraBILITY

INTROBUCING ADVANCED CONVERTER TECHNOLOGY FOR INCREDIBLE SOUND

FearuRing & oatw/SHUTTLE WHEEL For Hign Seeep Cueng
Ao Extaemely FAST LOCATING Axp Progaam Entay

BALANCED AND UNBALANCED ANELOG weur ap outeut
PLUS aes/eaL & s/poiF DIGITAL 1/0

Ao A BUILT IN PaRALLEL PORT For ContaoL 1/0 From ExteanaL EquipMent
Ao s Ony °1,499

IF YDU UIKED IT BEFORE, THE SEQUEL WILL BLOW YOUR MIND. THAT'S RIGHT. IT SURPASSES THE ORIGINAL DA-30. WITH ALTOMATIC CALIBRATION,
MULTIPLE SAMPLE IRATE SUPPORT, SCMS FREE WITH SELECTABLE COFY D, AND LONG RECORD TIME FUNCTION FOR DOUBLING PLAYBACK TILIE CF
STANJARD TAPE, THE DA-30 mkll 1S THE BEST VALUE IN A D'AT MASTERING DECK ANYWHERE. IT'S PLAYING AT A DEALER NEAR YOU —

GET THERE AND EXPERIENCE THE EXCTEMENT OF THE TASCAM DA-30 mxdl.

TASCAM.

Take advan-age of our exoerience.

DY 8 B ™ DA %)l & intndd tor mastenng sudp teacks B kg s
IVDAT ) poe T EEL U CIRCEE 58 ON FREE INFO CARD ey
TG SR Y A oo or Tmow il Tneat focumar | #3329

©1994 TEAC America, Irc 773X Telegraph Read, Montebello, CA 90640 (213) 726-03G3 “alan Jfacturer’siseggested retail price.
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IEEXLY FroM THE EDITOR

40 EQ’s Later.

EQ is so hot that even Time magazine
recently featured us on its cover...

Well, not exactly, but here’s an update on
the latest stage of the project recording
and sound revolution.
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Five years ago this month the current edi-
torial and publishing team took over EQ to serve the
information needs of a new generation of recordists. We walked the
floor at AES, telling manufacturers that a new age of recording was upon
us — one in which the creative end-user was taking control of the
recording process. We shunned the term “home recording,” since it
sounded like a hobby. We adopted a term that a few visionary manufac-
turers had been using themselves — “project recording” — to reflect the
growing professionalism of this new breed of creative recordists and live
sound engineers.

Unfortunately, many of those we met at AES looked at us with blank
stares. Several of the commercial studio owners we talked to looked at us
as if we were the enemy.

Forty issues later, EQ stands at the forefront of the most important
technology wave in the history of recording. Not only have we published
our biggest issue ever at this year’s AES, but the entire industry recog-
nizes that EQ has led the project studio revolution. The success of manu-
facturers like Alesis, Mackie, and TASCAM validated our mission. And at
this year’s AES virtually every exhibitor has some product targeted at the
recording needs of today's project recordist and live sound engineer.

The magazines have changed accordingly. REPis out of business and its
readers are now active participants in the new EQ scene. MIX is now chas-
ing EQ's editorial leadership and readership response, finally acknowledg-
ing this hot and happening marketplace that EQ originally defined.

Nobody looks at the editors of EQ with blank stares when we talk
project recording any longer. Even commercial studio owners recognize
that we're the magazine that their customers are reading. The type of
useful, hands-on, how-to information that EQ delivers every month has
helped thousands of project studio owners build and perfect their per-
sonal production environments.

Where do we go from here? You will see issues with more articles
and more reviews. You will see more electronic publishing ventures like
the new EQ CD-ROM. You will see more major producer/engineers like
Phil Ramone joining up as regular contributors. And you will see an
emphasis on higher-end project studio environments, much like the one
that Hans Zimmer, Project Studio Owner of the Year, owns and operates.

Now that we have achieved our goal of promoting the project studio
revolution it is time to move on. It is time for us all to rock the record
industry and change the world.

Martin Porter
Executive Editor



For more than three-quarters of a century, Tannoy has been art of reference monitor loudspeakers, scurry to produce products

designing and producing loudspeaker systems and components to to compete with Tannov's criginal highly acclaimed and award-
meet the demands of the world's most demanding user. A philosophy  winning PBM series, Tannoy moves on.
of constant research and investment in state of the art materials, The new PBM II ser:es, once again, is setting new standards in
technology and processes enables Tannoy to ensure that the industry. Pioneering new technologies such as variable
every monitoring system we produce will re-produce thickness, injection molded cones with nitrile rubber
absolute fidelity to the source, true dynamic capability, and surrounds are but one fine example of our dedication to
most importantly, real world accuracy. This is why Tannoy perfection. The new molded cones are stiffer than
systems are used in more of the world s professional facilities - conventional cones'producing more linear extended low
than any other brand. = frequency. They are better damped for reduced distortion
In the North American marketplace, Tannoy has been and exhibit more naturally open and detailed midrange.
the number one monitor of choice for several years according They are immaculately consistent and durable for years of

to the Billboard's international recording and equipment
statistics. This clearly illustrates why Tannoy enjoys its pylene capacitors to the hardwired minimilist crossover,
reputation as the world's leading manufacturer of reference every component has been carefuily selected for the new
loudspeakers. In tact, leading the market is what Tannoy is all about.  breed of PBM [I series. When leading edge technology is so
While other multi-faceted manufacturers, not dedicated solely to the affordable, % Resl. Dont settle for second best.

faithful trouble free use. Fram the high power polypro-

Tannoy/TGI Nertl America ¢ 300 Gage Avenue ¢ Kitchener, Crtario, Canada » N2M 2C8 » 519 745 1158 Fax: 519 745 2364
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HE’S A MAGIC MAN

Re: August 1995 article on the Roland DM8O0.
I've been reading EQ Magazine for
quite some time, and I am quite fond
of the publication. However, I am
somewhat dismayed by David Miles
Huber’s review of the Roland DM-800.

While | agree that there are some
things [ would like to include on the wish
list, like the battery pack, I found no
other flaws in the unit. In regards to the
EQ, I found it quite musical, personally.

I have respect for David’s ability to
review pro audio equipment, however, |
find it hard to believe that David really
got into the DM-800. I have recorded
three major albums during the past vear
using only direct-to-disk recording
mediums. Recently, I purchased a
Roland DM-800 and have found it to be
incredible, to say the least. It has sur-
passed all of my expectations in a
portable direct-to-disk recorder (except
the lack of a battery pack).

In fact, I like this damn thing so
much (it's slowly moving into a love
thing), that if I weren’t a producer and a
musician myself, ['d be at Roland selling
‘em. (Maybe I can do all three, hmmm?)

If this unit is being compared to Pro
Tools or the likes thereof, try propping a
full-blown Pro Tools system under your
arm. In my opinion (and that’s all this is),
I have yet to find anything on the market
better in terms of portability or sound —
and believe me, I've looked.

I would like to sincerely thank
David for extending his honest opin-
ion and | hope there are those who will
appreciate mine.

Keep up the good work EQ. I still
love ya.

Magic
Magic Muzik Productions
Moorpark, CA

HAWK EYES

“Get Stephen Hawkins on the phone,
something is wrong here.”

You aren’t kidding. The problem
may be that you haven’t updated your
personal User Dictionary’s Spell-
Checker.

Oh, well, at least you get to apolo-
gize to one hell of a smart guy! And Mr.
Hawking will no doubt be amused.

Hank Alrich

via America Online

[Actually, Roger is not at fault here — the
editorial staff has to take the blame for
this one. During some mysterious part of

8 OCTOBER EQ

the editing process, the letter “g" some-
how morphed into the letter s” (where’s
LetterMan when you really need liim).
Our apologies to both Roger and Stephen
Hawking (wwhom we also congratulate
on his recenr nuptials). —Ed. |

AMONG THE CONVERTED

In your August 1995 issue, a reader
named Will Gilman expressed fears
about having his audio undergo sample-
rate conversions on its way from ADAT
to DAT to CD. This was in the context of
a question involving what happens to
BRC-syvnced sequencer tempos when
vou change the ADAT’s sample rate.
Although Craig Anderton’s reply
addressed the sequencer tempo (ues-
tions, sample-rate conversion itself is a
topic worthy of some elaboration.

First, some background informa-
tion: Sample-rate conversion (the
changing of sampling frequencies) may
be done in two ways — via the analog or
digital domains. In the digital domain,
an AES/EBU, S/PDIF, or optical outputis
taken from the source machine and
transferred through an external sample-
rate converter or io a workstation (where
the conversion is done). The converted
output is then fed to another machine’s
digital input (again through AES/EBU,
S/PDIF, or optical connectors) for re-
recording at the new sample rate.

In the digital domain, the audio
passes through a pair of D/A converters
as it leaves the source machine. becom-
ing an analog signal. That analog signal
is then fed to a second machine’s analog
input where it passes through a comple-
mentary set of A/D converters, being re-
recorded at the new sampling frequency.

The perils involved? Simply the
potential for changing the sound (some-
times in not so pleasant ways). In the digi-
tal method, the samples taken at 44.1 kHz
and at 48 kHz will occur at different points
in time. Since these points in time don’t
align themselves precisely, the digital sam-
ple-rate converter must interpolate values
for the waveform for those new points in
time — making its best representation.

What happens in the analog domain
is similar. The source machine’s D/A
converter takes digital audio informa-
tion and constructs its best analog repre-
sentation of that data. The analog wave-
form then flows into the A/D converter
of the destination machine that con-
structs its best digital representation of
the analog waveform.

As an analogy, picture a box that has
been measured, cut, and constructed
using metric measurements — exactly to
the millimeter. Now re-do those measure-
ments and dimensions using English
units, using inches and feet. The problem
occurs where a given length falls in
between the lines of the ruler. \We have to
round it off, but do we round up or down?
Will evervbody round the same way we
choose to? All the time? Since digital audio
is stored with a limited number of digits
(bits), the same problem occurs during
conversion. There are a ot of numbers that
are “pretry close, but just a little bit off.” In
audio terms this translates into changes in
timbre, shifts in the stereo image, and a
loss of low-level warmth and detail.

Now back to Will's ADAT. If he’s using
the fiber-optic 8-channel digital outputs to
feed a workstation or a console with a true
digital signal path, then he should be con-
cerned with sample-rate conversion; to get
44.1 out, it would be best to put 44.1 in.
Here though, please note the very impor-
tant distinction between a console with a
digital signal path and one with a digitally
conrrolled analog path. If yvou can unplug
one of the ADAT’s outputs from the board,
plugin a guitar, asynth, or amicrophonein
its place, and get sound out, the signal path
is analog. 1f Will is like 90 percent or more of
ADAT users, he’s running the 1/4-inch out-
puts or the XLR outputs (via ELCO connec-
tors) to a good-old regular analog board, in
which case he’s hearing the output from
the ADAT's D/A converters. Whether he
recorded on his ADAT at 44.1 kHz (using
vari speed, | presume) or at its standard of
48 kHz, it's still the analog output of the
unit’s digital-to-analog converters. And
since the ADAT is designed around a 48
kHz sampling architecture, it would proba-
bly be more advantageous to simply leave it
as it is — and spare the computational
headaches associated with vari speeding
and altering the tempos of MIDI
sequences, especially if the tapes stand a
chance of being exchanged with those who
run their machines at the regular speed.

Steve Revilak
Boston, MA

WRITE TO US

EQ Magazine  Editorial Offices
939 Port Washington Blvd.
Port Washington, NY 11050
Fax: 516-767-1745
E-mail: EQMagazine@aol.com
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Born Digital. Bred For Gold.

Ampex 489 ADAT, 488 Audio Hi8 and 467 R-DAT. Highest consistency, lowest error rates.
No wonder more studios go gold on Ampex than on all other tapes combined.

You're on the cutting edge. You record in the newest generation to ensure long headlife. Whichiis why Alesis, the creator of the
studio. You need tapes that are designed specifically for digital ADAT format, recommends Ampex 489 ADAT.
audio applications. Ampex 489 is now available in our new 60 minute extended
So we consulted with the most demanding artists and engi- play configuration - for use on ADAT System 4 recorders or
neers in digital recording and spent months in development back newer Ampex 488 Audio Hi8, in 30, 60, and 113 minute
at the lab. The results are Ampex 489 S-VHS. 488 Audio Hi8, configurations. | ‘
and 467 R-DAT, designed specifically for digital mastering. And for two track mastering tape, try Ampex 467 R-DAT.
They are simply the finest mastering tapes you can buy. In They’re all easy to find, thanks to: the industry’s largest distribu-
fact, more artists, engineers and studies go gold on Ampex than tion n&twork. And they’re backed with the sefvice and support
on all other tapes combined. that has long been the industry standard.
Thanks to our unique dual coating technoiogy, Ampex 489 For more information, or the name of your nearest distributor,
and 488 feature low dropouts, Ligh output, and the most consis- just call us at 800 227-8443. Ampex 489, 488 and 467 audio

tent quality tape after tape. Plus, low abrasivity n M p E x mastering tapes. Born digital. Bred for gold.




SEND IN THE CLONES

I've “cloned” both ADAT and DA-

88 tapes and noticed that there

are subtle sonic differences between 1he

two. I know this shouldn’t be the case,

since the same digital data ends up on

clone tapes, but my ears rell me some-
thing different. What’s the story?

Kim Kinnear

Boston, MA

According to Marcus Ryle, co-

inventor of the ADAT, “A digital
copy from one ADAT to another is no
different from copving a computer file
from one floppy to another. As long as
there are no data errors, the informa-
tion on the copy will be identical to
the information on the original. If
there are errors in the transfer, the
result would be random garbage on
the copy. Random data in digital audio
will not cause sonic differences such
as changes in frequency response,
imaging, etc., but would instead pro-
duce clicks, pops, or harsh noise.

“When you hear sonic ditferences,
investigate every possible cause
betore deciding on the reason for the
differences. l.ogic must play a role in
this process; a digital copy without
errors will contain numbers identical
to the original, and therefore cannot
contribute to any difference in sound.
Possible causes are subtle differences
in DACs between different machines;
differences in levels and/or signal cir-
cuitry at the console, cables; psychoa-
coustics, etc. Personally, I don’t trust
my own ability to truly A/B two differ-
ent signals unless 1 have verified both
signal path’s distortion and frequency
response with an Audio Precision,
have matched the two signals to with-
in 0.1 dB, and am performing the test
double-blind (neither the tester or the
listener knows which signal is from
which source).

“1 recommend this level of scruti-
ny to anyone who wants to eliminate
as many variables as possible and truly
determine the differences in audio
performance between any two pieces

10 OCTOBER EQ

of equipment. | can’t say enough
about the importance of level match-
ing. Differences of as much as 2 dB in
level are perceived by many people as
having ‘more bottom’ or ‘definition’
without them recognizing that it is
louder (due to such factors as hearing
loudness curves).” Thanks, Marcus!
Craig Anderton
Technology Editor
EQ Magazine

GET BACKUP

I am looking to buy a DAT

machine that can be used 1o
record audio and also backup my com-
puter and audio data. Apparently,
none of the pro or consumner audio DAT
machines can be used 1o safely backup
compuier data. Are there any digital
data storage machines that can be used

10 record audio and create masters? If

so, what types of things should I be con-
cerned with?

John Gilbert

Vienna, VA

DAT devices, such as the DDS Dig-

ital Data Storage drives, are com-
monly used in computer backup appli-
cations and employ a signiticantly
enhanced scheme for error correction
compared to audio DAT recorders.

In audio applications, part of the
error-correction strategy includes
“interpolation,” where corrupted sam-
ples of audio data are replaced by a
value that is an average between adja-
cent correctly decoded data words.
While this is undesirable even in audio
use and should only occur to a minimal
extent in a well-maintained machine,
the effect is usually inaudible. Clearly,
the effect of such an approximation in
computer data, where the outcome
would probably be that a character
would be replaced with something
completely spurious, would be unac-
ceptable. For this reason, extra levels of
error correction are included in DDS
drives to ensure that the correct symbol
can be more readily recovered when a
decode error does occur.

It would be technically possible to
produce an audio product that could
deal with both encoding schemes and
fit a computer connection such as the
widely used SCSI interface — this
would almost certainly lead to costs
that were far greater than simply buy-

ing a separate computer backup drive.

A small number of the DDS comput-
er storage devices are capable of decod-
ing the DAT audio format as well as the
data storage format, but these would
require appropriate software specifically
written to interface with them.

Finally, it is also possible to pro-
duce software to drive PC interface
cards with AES/EBU or SPDIF outputs
that could output files rather than
audio for storage on a normal DAT
recorder. It is believed that some of
the audio-editing software now avail-
able is able to do this. This is, however,
likely to be at the expense of losing the
random access capabilities that com-
puter devices are specifically designed
to possess. DDS drives include a file
directory structure that allow them to
locate a single file from within a very
large amount of data at high speed.
Using a digital audio format to transfer
the data will also be comparatively
very slow and great caution is required
to ensure that any tape errors are
properly handled.

The short answer would clearly be
to use a DAT recorder for audio and a
DDS drive for data.

Jeremy Federman
Independent Audio Inc.
Portland, ME

QUESTION MACHINE

Do you know of any schools or train-

ing for live sound in the Maryland
area? Are there any plans to archive a full
year of EQ magaczine on CD-ROM and/or
a complete index of perhaps 5 years?

[ am a bass player in a pari-time
cover band. We had a soundman who
miked the drums from underneaih, yei
almost every group I see on Leno [The
Tonight Show], Saturday INight Live,
elc., has the drums miked from above.
Whai are the pros and cons? We do gate
the druins.

Mike liwancio
via America Online

Whoa, Mike, you are a question

machine! There are many record-
ing programs offered across the nation,
but few that specialize in sound rein-
forcement. It might be best if you
checked out some of the local/regional
recording programs and learned tech-
niques that you could then utilize in
the SR discipline. A very good program



“The ProMix 01 gives me the flexibility
10 control all the elements of a show from
My computer. Sunerb sonic quality and
remarkable features, you just can't deat it.”

& <o -

“I bought four of them
for the Steely Dan Tour,
: and I haven't shut up about
the 01 yer”

3

“Bottom line, the ProMix really dc
to all the hype. It's very quiet, it sou
it operates very cleanly.” “One of the _
HRADP, {ntrQ&mtlgns Ty JEeN “My two ProMix 01 store all the para
: e . plﬂ)l it hack exactly as 1 heard it at the
e More importantly, they sou

- “Yamaha has done it again, just as it did in the e.
the DX-7 keyboard. It has created a cool piece 0

more, does it better, and costs ess”

stands every chance of Ll

'&im rk product, changing o
. ﬁégo,lé currently work.” |
- sounding digital mixer w
* | have no doubt that
“We're not normally violent, but in this , quickly become an ir

- case, we're willing to make an exception.

e

We're not letting this mixer go.”

“Clean, qui
.Can m&?

1-800-937-7171
©1995 Wmanaha Corporatien of America, Pro Audio Products. PO.Box 6600. Buena Park, CA 90622 (714) 522-9(11 Yamaha Canwda Music Lid.. Scarkorough, Ontario M1S 3R1, (416) 288-1311
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in Maryland is the one at the Peabody
Conservatory at Johns Hopkins Uni-
versity. Also, check out the Mix Plus
(from Mix magazine) directories for
listings of regional and national pro-
grams. You might also try calling Pro
Sound News magazine (212-213-3444)
about its yearly SR program held in the
Anaheim, CA area just prior to the
NAMM convention. This PSN/Syn-
Aud-Con program has been getting
rave reviews for some time.

GENELEC”

Next, you ask; EQ delivers. EQ on
CD-ROM is presently available. It offers
30 complete issues in an easy-search
format for Mac- or PC-based platforms.
This CD-ROM is very cool. Call 212-
213-3444 for more information.

Finally, miking is a personal kind
of thing. What sounds right is right.
Still, there are reasons for miking a
drum from above or below. Aestheti-
cally speaking, miking from below can
keep mics out of the audience’s sight

7
ec 1030A
77 /419989 /nai
Y 71,9982 /pair
l,!?u (] [’CHJSWE[V B‘YNE usa sy
25 South Streel, Hopkinton, MA 01748
| Tel 508-435-3666 Fax 508-435:4243
In Canioa sy
+" 5703 Ferrier, Montreal, Quebec H4P 1IN3

Tel 514-731-8553 Fax 514—1:!1-1858‘
IN MEXICO 8y

I
/e Gene

-~

. i Palenque No. 663, Col. Narvarte 03800 Mexico
¥ / ed

Tel 604-69-46 Fax 605-96-56

-/JW_ d | ne J

line. Plus, it can prevent drummers
from bashing the mics. If the drums
have no bottom heads, you can get
slightly better isolation and bottom
end by placing the mics just inside the
drum. This technique may, however,
pick up more mechanical noise from
the drum. Bottom-miking a snare
drum can provide: 1) More “snap”
because of the mic’s proximity to the
actual snare on the snare drum'’s hot-
tom; 2) Better isolation from the hi-hat
and cymbals; 3) Protection from get-
ting damaged by drum sticks. Miking
from above can bring a more ambient
and, therefore, more “natural” sound.
The mic “hears” what we hear.

It’s cheap to experiment. Find out
which method provides you with the
sound you want.

By the way, gating isn‘t always
necessary. It can make drums sound
small and unnatural if the gates are
incorrectly set. If, on the other hand,
you're experiencing heavy leakage
from drum to drum or stage amps or
are using the gates to effect rhe drum
sound, keep right on gating. Readers?
Any suggestions and comments?

Hector G. La Torre
Executive Director
EQ Magazine

UP TO SPECK

In one of your back issues, there

was an advertisement for a com-

pany out of Southern Califoraia called

SPECK. Iam in urgent need of their ser-

vices as I own a mixing board from

them and my power supply has burni
out. How can I contact themn?

Jim Edgar

via America Online

Speck Electronics is a manufac-

turer of consoles, keyboard and

line mixers, EQs and cables. They are

located at 925 Main Street, Fallbrook,
CA 92028. Telephone: 619-723-4281.

Hector G. La Torre

Executive Director

EQ Magazine

Send your queries to:
EQ Editorial Offices,
939 Port Washington Blvd.,
Port Washington, NY 11050
E-mail: EQMagazine@AOL.COM



When you're performing or recording, nothing should stop
your music from reaching its full potential. Especially your
dynamics processor. No matter where your creativity leads you,
the Alesis 3630 Compressor/Limiter is the tool that lets you
squeeze the most

RMS/PEAK DUAL CHANNEL COMPRESSCR LIMITER WITH GATE

The 3630 provides
two full-featured
professional compressor/limiters in one rack space. Its ease
of use, extensive feature list and flexible operation make it an
excellent dynamics processor for any application, from studio
recording and mixing to instrument rigs, live sound reinforce-
ment and broadcast.

True Stereo Operation and Flexible Features
The 3630 offers dual mono or linkable true stereo operation,

SO you can process your stereo signal (or two mono signals)
from a single unit. Its flexible interface lets you choose between
RMS and peak compression styles as well as hard knee or soft
knee compression curves to customize the 3630’s response

for any source material. The 3630 also provides dual 12-segment
LEDs that allow you to meter gain reduction and display input
and output levels.

For more information about the 3630 Compressar) Limiter. see your Authnizd Alesis Desder or call A'es's ot 310-835-7524.

3630 Compressar is a trademark of Alests Corparatim.

Alesis Corporation 3630 Holdrege Avenue Los Argeles CA 90016 310-836-7924 ALECORP@Alesis1.usa.com

Clean, Quiet Professional Performance

Of course, the 3630 Compressor Limiter also has the great sound
that has made it the choice of over 80,000 artists and engineers
worldwide. We use the industry standard super low-noise VCA
chip to eliminate
pumping and
breathing, and

each channel’s
independent built-in
noise gate has an adjustable threshold and close rate to ensure
clean, transparent performance. The variable Attack and Release
parameters offer wide ranges (0.1ms - 200ms and 50ms - 3s),
allowing vou to precisely control the dynamic response for the job
at hand. The 3630's sidechain function can be used for ducking
rhythm tracks and background music, or for de-essing vocals
when used in conjunction with your favorite EQ device. And, of
course, the 3630 allows the highest signal-to-noise ratio for mixing
to analog tape and optimizes hot levels for digital recording.

Advanced Compression For Everyone

Along with its outstanding features and unparalleled performance,
the 3630 Compressor Limiter remains incredibly affordable.
Squeezing the most out of your music is easier than ever. Grab
a 3630 at your Authorized Alesis Dealer today.

CIRCLE 030N FREE INFO CARD



SR24-4 o

24x4x2..SWEPT MIDS... PFL/AFL...6 AUX

NOW SHIPPING: MACKIE'S SR24-4, THE

GREG MACKIE DID IT
AGAIN... The new &-bus
SR24e4 is the first live sound
console with the high headroom,
low noise and superb sound
quality that have established our
8eBus console series as an
industry standard.

That's because the SR24 4
is a direct descendent of the
8eBus and is equipped with
many of the same features,
components and circuitry.

Through economies of
materials and manufacturing
processes, we're able to offer
the SR24e4 at an astonishingly
low price.

Call us toll-free for full
information. Better yet, visit your
nearest Mackie dealer. The
SR24e4 is in stock right now.

!

M;ckie's renowned ultra-high
headroom MIC PREAMPS on
Channels 1through 20.
=129.5 dBm E.ILN,, ultra-wide
bandwidth and 0.005%
distortion. The same Mackie
mic preamps top artists and
groups are using to track
their current albums.

Not shown but definitely
there: The usual Mackie
INTERNAL FEATURES like
impact resistant, double-
thru-hole-plated fiberglass
circult boards, sealed rotary
controls, gold-plated
interconnects, RF! rejection,
electronic protection and
ultra-high headroom mix
amp architecture,

©1995

consoles reduces noise and
crosstalk at critical points in
the SR2444’5 signal path.

CHANNELS 1-20 are mono - —
with 3-band EQ, /4" TRS
balanced line inputs and
Mackie's renowned, high-
headroom, low-noise mic

preampa.

SWEEPABLE MID EQ — — — .

from 100Hz to 8kHz.
1.5 times wider
bandwidth than
other consoles for
more musical
equalization.

15dB boost/cut.

-20 SIGNAL ]
PRESENT LED — —
onevery
channel.

/.' " ¢ )
|
I—L
\ iy

INSERTS on every mono
channel and subs as well as
main L/R outputs.

The MOST COMPACT 24-

CHANNEL live sound console
ever!

\ & "”FJQ\

At 30.75"
wide, the S5R24e4
takes up less space

than most 16-channel live
sound boards, yet its
controls are still spaced so
that they're easy to use.

VLZ (Very Low Impedance) circuit - —
design developed for our 8¢Bus

SHELVING EQ. Even
at+15dB, it doesn't
interfere with mid EQ
the way many shelf |
EQs do.

/

New-design 60MM FAOERS
with the same precision, log-
taper as our 8Bus consoles
give you more useful control
range than cheaper, D-taper
faders, 5R24¢4 faders use a
recently-developed, long-
wearing wiper contact

material first employed in
sophisticated automotive
sensors, You'll get longer

80Hz LO \|
I
|

7 fader life and improved

resistance to solid

and liquid contaminants
that inevitably get into live
sound boards.

SOLO/MUTE LED on every
channel (plus our mondo
master rude solo LED overin
the master section).

Hi

SHELVING EQ with

156dB boost/cut at 12kHz.
Designed with the same |
circuitry as our 8Bus /
HiEQ, twon'tinterfere |

with mid EQ. /
LOW CUT FILTER with 1848/
octave roll-off at 75Hz just
like on our &eBus console.
Gets rid of room rumble,
wind noiseand mic thumps
— which can save amp
power, too. Also allows you
to safely use Lo EQ on vocal
—the audible bass range is
boosted but the unwanted
frequencies below 75Hz (like.
microphone handling noise)
are chopped off. Also very
useful for miking during
studio recording.




SENDS...8:BUS SOUND QUALITY.. 1599 mMsrp.

BEST LIVE SOUND CONSOLE VALUE EVER! <

CHANNELS 21-24 are stereo 6 MONO AUX SENDS per - Balanced 1/4" TRS OUTPUTS. Balanced XLR MAIN OUTPUTS
line input channels with Hi & channel, ALL accessible Ve PIIINTOH POWER switch. with +28dB capability.
_LO shelving EQ plus 2 atanytime.Aux1&2 / /
| peaking Mid bands. are pre-fader; 344 4 J ' w7 Wl gm | e p s w
: are switchable I / RguopuL ".. u’f Q-I!C); /‘3.'.~ L
$ 1 |
pre/post; 5& 6 | i O ). 3 ,'J_(JJ(J '_‘,LK,Q s € | € G [ o [ i [
are post-fader. : | | R .
9% IX ) T 73 X 93 TSN | Ll | mag]
< : e | @ | , { l |
e | | f}lgrl.l"h{J(Jerl"' \ [ |7
T~ e vgaaa = G .- /
N \ e |
// > N R ll < ’.ﬁ; % < pencwe
\
/ \ \ \\
L / . . \ , X "
e 57 p "‘"3..','. AUX SEND MAS'!'ER \ Bal, “DOUBLE-BUSSEQ" SUB \
Lot P ."\, : level controls with N OUTS let you feed an 8-track |
Ao s Solo switches. recorder without repatching.
LS "/ SR S 57 — — — BNCLamp socket. HERDPHONE OUTPUTS on the
[ l ~ ", W] — — 3-WAY METERING shows backso that headphone cords
. / R . ( internal operating levels can't snag faders. ;
; Ry — — — — — | — = — == Bal. STEREO AUX RETURNS |
E Yo &~ of main L/R, solo (channel, bus, also feed Aux Sends 18 2
o p LS Ty ey Aux send or Aux return) or via separate controls so l
g i O, stereo tape return. ~40 to +28 Yyou can return delay or |
’ - -~ range with marking for easy, reverbto stage monitors,
e accurate level setting via solo. Balanced MONO MAIN OUT with
NI Tl PFL or SOLO IN PLACE. Giobally separate output levelcontrol,
e = — — switchable Fre Fade Listen (for AUX RETURN 4 can be assigned
R 1 ’\‘ checking a signal at full level tomain L/R, Submasters14& 2
T before fader or pan) or stereo or Submasters 3 & 4.
2 Solo In Place/AFL (afterch. i
S ~ ? is
[-"A i fader, EQA pan), HOW DID WE 00 IT! There ic
AN S~ A no ‘catch.” The SR24¢4 is
KRR ™ . TALKBACK section with built without compromise
»r PMONES/ 4 gy 2 XLR input (0 you and features solid steel
: /N (ONTROL dan't tie up a channel), level main chassis, sealed rotary
\  ROOM leve! control & assign buttons to controls and our famous
FACTORY ~ (_control send Talkback to main mix or to impact-resistant horizontal
AIR" oneach | | P Aux18.2for stage monitors. circuit board design. We've
submaster | A unique \ drivestwo ~~ — _ TAPE RETURN TO MAIN MIX not drop-tested, drop-kicked
peaking equalization circuit stereo Phone only routes Tape Returns to and “beta-tested” the
for enhancing guitars, vocals, outputs and Contrel Room Main L/R outputs but also SR24e4 with local grunge-
p p grung

drums — and sound reinforce-

output on rear panel. Switch
ment speaker systems

can route stereo Tape Return

FA systems,

with horns and' o
OMPIESSION s 100 otz Ok 2
irivers: z 1 20k

disables all otherinputs to the
malns. This feature enables you

thrash bands for months
before release. This is one

themselves. Centered at 16K, \ g Phones/Control Room for to play a tape or compact disc tough mixer.
AIR applies aggntle bO?Et to \ monitoring 2-track recording. durjing intermission without *IHE USUAL FINE PRINT.
[yl g ezd O SUBMASTER FADERS have Pan losing charinel and submaster Price is US. Suggested
ff,ffeH“.“'g’."?"”ém d’”“"”” controls, L/R Assign & Solo settings. Retail only. Slightly higher
g gm";g“g’h::f f2d switches. BALANCED INPUTS & OUTPUTS. in Canada.

o s Important ,but really hard to
beheve‘the s b 10%& Ao point to with a yellow arrow.

ect it has on ~

e

e et S

B 16220 Wood-Red Road INE o Woodmwlle o WA 4 98072 X, 800/898-3211 @ 206/487-4337
@ mackie.com e Outside the US, &, 206/487-4333 o Represented in Canada by SF. Marketing &, 800/363-8855
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Spedial F/X

There's no tape allowed in
this exclusively Otari
RADAR project studio

STUDIO NAME: Damian F/X Studios
LOCATION: Glendale, California

PROJECTS RECORDED: Eyes, Eyes, Windouws
of The Soul, November Mass/Full Moon;
The Dance Box (30 of today’s hottest
dance tracks); The Warcher, Paramount
T.V. series; Larry Tagg, With a Skeleton
Crew, Mad Wax Vol. 1, The Black and the
Brown Side (projects for: Capitol, Pasha,
Curb, Warner/Chappell, Intercord/EMI)
KEY CREW: Aldy Damian, owner; Cliff Zell-
man, engineer; Jeffers Dodge, engineer;
Frank Deluna, mastering engineer
CONSOLE: Allen & Heath GS3V 64-channel
with full VCA and mute automation
KEYBOARDS: Roland JV-880 (2]

SAMPLERS: Roland S-750 with 10 MB of
RAM, ddrum2 AT pro drum sampler

16 OCTOBER EQ

MONITORS: UREI 809 1ime align; custom
Foster nearfields; Auratones

AMPLIFIERS: Roland 2:100 main; Yamaha
2050 nearfield; SAE 400 monitor
COMPUTERS: IBM 486/66 DX Pentium;
Cakewalk Pro; Cool Shoes Drummer; V-
Edit direct to disk automation with total
recall

RECORDERS: Otari RADAR direct-to-disk
24-channel recorder; 6 GB internal,
Dynatek 8mm backup drive.

DAT MACHINES: Sony 55ES w/ SMPTE Lock
OUTBOARD GEAR: Yamaha SPX-900 and
SPX90M (2]; Lexicon PCM 80; DigiTech
265XL; Symetrix 554 gates and 528 vocal
preamp; dbx 166 and 266; SansAmp
PSA-1

MICROPHONES: Neumann U47; Sennheiser
421 |5] and 409 [2); AKG D112 [2];: Shure
SM10, SM57, and SM58

ADDITIONAL: Auto time infrared security
system with silent police dispaich.
STUDIO NOTES: Damian I'/X is the first offi-
cial beta test site for the Otari RADAR
direct-to-disk digital recorder. The stu-
dio is totally isolated from the hustle and
bustle of Los Angeles. It features a pool

—

and jacuzzi high on top of Verdugo Hills
with a panoramic view of the 3an Fer-
nando Valley, as well as a 1200-square
foot-drum room with 12-foot ceilings.
EQUIPMENT NOTES: Damian states: ! love
the RADAR. | record one song at a time
and do muliiple takes for overdubs that
I store on one dedicated tape. | have an
external Dynatek backup drive that I
take out of the rack and dump it down
through SCSI right to digital tape or right
to computer. | also can take the RADAR
and go direcr to analog.

The Symetrix preamp is a beautiful
piece of gear. | use it like a lunch-box
item, routing the signal directly from the
Neumann U47 to the input of the Otari
RADAR unit for an unbelievabie crisp,
clear vocal. As for the A&! boarg, for the
price and quality it is awesome. It's very
quiet. It and the RADAR are the best
investments | ever made.

PRODUCTION NOTES: Damian continues:
Very Simple: Take your time and do it
right the first time! Otherwise, | recom-
mend having a straight signal path, print
it hot, and write great songs. E@



Upgrade all your microphones

Smooth and intimate, dimensional and detailed...is that the sound you’'re looking for? The Aphex
107 Tubessence® Thermionic Microphone Preamplifier reveals the subtlety and power in both vintage
condensers and popular dynamic mics. Qualities that are lost on your console’s mic preamp.

Tubessence, for the long journey from microphone to CD.

The Aphex Model 107, tube mic pre - two channels of Tubessence for $595.00 MSRP (U S.).

Call or fax for a dealer near vou.
CIRCLE 09 ON FREE INFO CARD

Ap HEx Improving the way the world sounds*"

S Y S T E M S 11068 Randall Street, Sun Valley, CA 91352  Tel: 818-767-2929, Fax: 818-767-2641
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It Takes Guts to Make
Your Own Sound

Call 800/992-5013 for a free copy of
The LA Story: From the Concert Stage to the Next Stage.




Welcome to LA
Linear Activation: The Next Stage In Sound Reinforcement

Linear Activation is an advanced approach to speaker design that draws on years
of experience with professional touring systems. When you're ready to stand out
from the crowd, the LA Series of Linear Activation loudspeaker systems is engineered
to take you beyond the same old noise, to something no one else has ever really
heard: your own sound.

Until now, the only place you could really hear the details that define your individual
sound was the studio “sweet spot.” The LA Series delivers studio monitor clarity
to the entire audience. That's because the Linear Activation design process
optimizes each LA Series system's total acoustic output to put high definition,
high impact sound everywhere you want it. Simple idea. Took us over a year to make
it a reality. These boxes have a new kind of guts inside - let us show you what
they're made of.

The [A325's dual 6.5 in. cones

are specially treated 10 damipen

spuirious resonances. We mount

them i a line array subenclosure

to divec! acoustic energy auay from

cedings and floors. This separate

midrange system delivers the characler

of vasces and instriments without the

distertion that makes ordinary PA
speakers sound barsh or “musk

You ve seent wavegiides on bigh
el studio 1earflelds, but no
one bas ever seen anylping like
this: our Elliptic Conical
Waveguide"™. It works with th
1A325's 2-in exit compression
driver (like the ones in our
large louring systems) to project
bih deffition upper octare
detaril it live sound nearfield
applications (15 (o 65 feet)

Why is this crossorer so complex
that it took a computer progreim
1o belp design it? Because
indegrating five high performance
fransducers into a single
acoustical unit is not as simple
as wiring up a couple of
capacilors and indhictors.

Performance Audio Redefined

Eastern Acoustic Works ¢ One Main Street » Whitinsville, MA 01588
T 800/992-5013 ¢ T 508/234-6158 o F 508/234-8251 ¢ BBS 800/889-2540

_
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Use the For

Sennheiser's ProForce

series has ifs roofs firmly
planted in an old favorite

MICROPHONE NAME: Sennheiser MD 735
PRICE: $179

TYPE OF MIC: Dynamic

POLAR PATTERN: Supercardioid
FREQUENCY RESPONSE: 50-18,000 Hz
SENSITIVITY: (1 kHz) 2 mV/Pa

ELECTRICAL IMPEDANCE: 350 ohms
APPLICATIONS: l.ead Vocals

MIC NOTES: The MD 735 is recommend-
ed for vocalists because it has a sus-
pended capsule that is isolated to
reduce handling noise. It is also com-
prised of a durable glass-composite
housing and a NdFeB magnet structure
that allows for a high output voltage.

MICROPHONE NAME: Sennheiser MD 504
PRICE: $169

TYPE OF MIC: Dynamic

POLAR PATTERN: Cardioid

FREQUENCY RESPONSE: 40-18,000 Hz
SENSITIVITY: (1 kHz) 1.8 mV/Pa
ELECTRICAL IMPEDANCE: 350 ohms
APPLICATIONS: Drums, guitar amps, horns
MIC NOTES: The compact MD 504 is
small enough to fit in tight spaces, and
is made up of a glass-composite hous-
ing to help it stand its ground against
stray drum hits. Like the MDD 735, the
MD 504 also has a NdFeB magnet
structure.

MICNAME: Sennheiser MK 64/K6

PRICE: $495

TYPE OF MiC: Modular Condenser

POLAR PATTERN: Cardioid

FREQUENCY RESPONSE: 40-20,000 Hz
SENSITIVITY: (1 kl11z) 30 mV/Pa
ELECTRICAL IMPEDANCE: 200 ohms
APPLICATIONS: Acoustic guitars, hi-hat
cymbals, drum overheads, piano

MIC NOTES: 'he ME 64/K6 can either be
operated by a AA battery (for 150
hours of use) or used with 12-48 volt
phantom power. it includes a bass
rolloff switch. A wide variety of ME
Series capsules may be used with the
K6 powering module.
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MICROPHONE NAME: Sennheiser BE1051
PRICE: $795

TYPE OF MIC: Dynamic wireiess

POLAR PATTERN: Supercardioid
FREQUENCY RESPONSE: 40-18,000 iz
SENSITIVITY: Less than 5 nV for 100 «R
S/N (receiver)

S/N RATIO: 116 dB(A) (receiver

APPLICATIONS: Vocals

MIC NOTES: The BF1051 features a true-
diversity receiver with a logic switch
that continually monitors the field
strength captured by two independent
receiver sections and automatically
chooses the one with the strongest sig-
nal. And the built-in voltage stabilizer




FIVE EASY PIECES: (From left to right) MD: 421, BF1051, ME 64,/K6, MD 735, and MD 504.

o
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keeps the performance constant for
the life of the battery.

MICROPHONE NAME: Sennheiser MD 421
PRICE WHEN NEW: $485

YEAR RELEASED: 1960

TYPE OF MIC: Dynamic

POLAR PATTERN: Cardioid

5L

CEMELLLEL 47 4

FREQUENCY RESPONSE: 30-17,000 Hz
SENSITIVITY: (1 kHz) 2 mV/Pa +3 dBB
NOMINAL IMPEDANCE: 200 ohms

MIC NOTES: The most popular applica-
tion for the MD 421 is probably on
kick drum although this medium-size
diaphragm mic can be found in use
an spoken word, bass amplifiers, and

N
o

Ga=0vs o 24 N S0

toms. Experienced engineers will be
familiar with the rotary switch that
surrounds the XLR receptacle at the
rear of the mic. This five-position
switch, labeled “M” (music) at one
end of its travel and “S” (speech) at

the other is a gradual bass rolloff

filter. EQ@
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A/B the sound with
and without

The name that
defines great
compression!

Flexible
expander/gate

works over a
70 dB range.

Internal
power supply
with easily
replaceable
power cord.

OFF a8y
THRESHOLD

sidechain processing.
No patching required.

4.1

OverEasy®-
the choice

of top
professionals
for soft-knee
compression.

THRESHOLD
- 0 4
- .-

10

% o

r"’t, KS ‘f“’t
5 2:1% Z81 30T ;
3

\ 7 N
+15 1301
EXPANOER / GATE

A

Monitor sidechain
processing when

setting up the unit.

7
“,

THRESHOLD

Prevents low-
frequency energy
from punching holes
in the sound.

dbx

PROFESSIONAL PRODUCTS
A HARMAN INTERNATIONAL
COMPANY

SALT LAKE CITY, UTAH
MADE IN USA

MOOEL 1066

VOLTAGE
SWITCH

Easily accessible fuse
— you'll probably never
need to find out how

easy.

Save Yhe Planet @q‘

It's The Oaly Marjet We've Got.

Connect the unit hassle
free using either
unbalanced or balanced
1/4" TRS or balanced XLR
connectors.

THE COMPRESSOR LIMITER EXPANDER/GATE

12-segment gain
reduction meter
allows precision
monitoring of
compression.

y

GAIN REDUCTION 0B
nouononot ot

10

RN YN —
05 mSec 100 0550 5 B
ATTACK B RELEASE
COMPRESSOR

CHANNEL ONE

Get that classic
dbx sound by
selecting program
dependent attack

and release times.

or (see #18)

Ensure signal path
integrity with gold
plated locking
Neutrik® XLR
connectors.

AV 1) \Y

\\\ ‘ l,// \\\\
IR 30 2T
e g

Link both
channels the
best way with
“rue RMS FPower
Summing—

a very musical
way to achieve

Tells you when
the zero-attack

FeakStopPlus™ stereo
limiter is doing compression.
its thing.

Y : y
¥
INPUT/ OUTPUT LEVEL 0By PEAKSTOP ;

U W24 RN
. -..
5 +12
‘I[,,, 1':, )

\gls
\\\ ‘ /,’.’ R
THI0 46T

(]

o
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Monitor

either input The illuminated
oroutput switches are not only
signals. cool, but are easily

seen in light or dark.

CHANNEL TWO

OPERATING
LEVEL

BB 4 0By

10 dB8V

INPUTS

Add processing to
detector path for
frequency-conscious
compressicn/gating/special
effects.



Over/Under LED's
let you know at a
glance if you're

expanding/gating.

THRESHOLD
- 0 4+
i 2]

Vary the Ratio
to select
anywhere from
gentle
downward
expansion to
gating.

—
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RETURN
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Servo-balanced
outputs drive up
to +22d4Bu

D-segment
Overzasy®
indicator lets
you know when
that classic dbx
compression
starts happenin’.

GAIN REDUCTION 48
g owonowonon

Detented con=rols ~ AAjuste
and soft-touch from mild
knobs assure compression
precision to f’°_:1
adjustments. Jriitifig:

CHANNEL ONE @

OPERATING
LEVEL

+4 dBu
-0 48V

Convert semi-pro Precision
-10dBV signals to balanced

the dbx 1066’s inputs reject
professional +4dBu hum and noise
internal level.

INPUTS

THAT WILL TURN THE WORLD ON ITS EAR.

Fully adjustable
attack and release
controls offer
maximum flexibility.
or (see #7)

Feak-reading
meter allows easy
setting of
optimum input
and cutput levels.

INPUT / QUTPUT LEVEL dBu
L N T I T )
[ X I |

«@
1066

Compressor/

Limiter/Gate

Newly developed
FeakStopFlus™
circuit inzelligently
tames sighal peaks.

Add make-up
gain or match
levels over a 40
dbB range.

Add optional custom dbx output
transformers manufactured by
Jensen®.

SIDECHAIN = -
SEND RETURN
-
Heavy-duty

steel chassis
will take years
of road use
and abuse.

Separate sidechain
send and returr jacks
—no special “insert
Y-cables” requirzd.

in tough audio

environments.

You’ve seen and heard
dbx signal processors for
as long as you’ve been
involved with audio.
After all, our boxes are in
daily use all over the
world, with major touring
companies, world class
recording facilities, radio
and television broadcast
facilities and anywhere
else audio professionals
ply their trade.

Now, after over
twenty years of pleasing
the most finely tuned
ears in the business,
dbx has done it again
with the new 1066.

The dbx 1066 will, of
course, be the standard
against which all
compressor/limiter/gates
are judged. State of the
technology VCA’s,
meticulous component
selection, and
scrupulous testing
procedures are just a
few reasons the new
dbx 1066 is the latest in
a long line of pedigreed
signal processors.

So head on down to
your local dbx dealer and
audition this box. We’re
sure you’ll see why the
dbx 1066 is destined to
turn the world on its ear.

For more information
contact us at:

(801) 568-7660

Fax (801) 568-7662

dbx 8760 S. Sandy
Parkway, Sandy, UT
84070 USA or if you
prefer surfing to snailing
send e-mail to
customer@dbxpro.com

1994 dbx Professonal Products
Jensen® and Neutrk® are regrtered
trademarks of Jensen Tronsformers Inc
and Neutrk USA respectvely

cll:r

H A Harman International Company
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“"More Human Than Human”’

Eq speaks to

producer /engineer

Terry Date about
White Zombie's
latest release

EQ: In addition to the live band, there
is a fair amount of sequenced materi-
al in this track. How did you go about
combining the two?

Terry Date: All of the computer and
keyboard work on this song was done
by Charlie Clouser, who is now playing
with Nine Inch Nails. When the band
talked to me about incorporating
some of the computer elements into
this record, I thought of Charlie and he
turned out to be great. The loops and
synthesizer parts were really not
incorporated in the initial song writ-

(\fﬂﬁmmic @*

—————

ing. The song pretty much started out
with the band in rehearsal. Then
when the basic format of the song was
figured out, Charlie ook [drummer}
John Tempesta’s actual drum parts
and put them into his program. Char-
lie also programmed John's own little
idiosynchracies and inflections. So
this is not just a generic loop, 1t is
based on what John actually played.
We wanted to have something that
John could play along with comfort-
ably, and wouldn’t be as restrictive as

a click. It had a nice
full effect and gave
me the idea of using
these loops instead
of, let’s say, room
ambiance or reverb
against the drums,
which is a typical
thing. If you have
these loops going
on that are almost
duplicates of the
drums, vou create
& this weird sort of
ambiance. John's
real drums are
always above
anything else,
and the other
sounds are used
for support

How did you
work this out
while record-
ing?

It was actually
a fairly nor-
mal recording
process.
Charlie gave
us these
loops before
we went to

2000 MEN:
“More Human
Than Human”
con be found on
White Zombie’s
album, Astro-
Creep 2000.



/ INSTRUCTIONS:

 Buzz just bought a new Roland MS-1 Digital
Sampler. Now he’s dying to see how versatile
his cool new purchase is. See how many ways
you can get Buzz to work his MS-1 before he

kicks hack at home with his pal, Spot.

/ (S “\
3y

) [
' Sample beat loops, grooves. effects and
funky phrases from a 74-minute CD

N |
that comes with every MS-1.

Play mondo drum "sounds or any sound
from a MIDI percussion controller.

S

-

J’J { g e
Standa;d, non-volatile \ 2 \ ‘

memory provides 49.2 % N\
second sampling time so
you can play along with
licks and phrases. With

an optional PCMCIA Eight easy-to-use pads with multiple
card, you can go beyond With stereo sampling banks trigger sound effects instantly.
20 ministes. based on 16 bit A/D/A conversion and onboard

sequencer, the MS-1 can cut it in the studio.

FINISH

If you got Buzz *o all his stops, you probably picked up on
something along the way. For beat loops. remixes, studio
work, drum sourds, sampling and live perfermances nothing
gets you going like the MS-1. With unlimited versatility and a
tiny price tag, you'll never find yourself at a creative dead end.
Move on down te your nearest Roland dealer and try one out. It'll amaze you.

[=Roland

Roland Corporation U.S., 7200 Dominion Circle, Los Angeles. CA 90040 (213) 685-5141
Relaad Canada Music Ltd,, 5480 Parkwood Wey. Richmoed, B.C. V6V 2M4 (604)270-6626. COMPUSERVE GO ROLAND
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 Tube Amp Rigs

KXY tracks

the studio. We printed those on the
multitrack and then we ran the tape
with the loops out to the band. While
they played the song they could hear
the loops. They did a standard live-
band-type of recording where they
played the song and then J. {guitarist}
and Sean [bassist] went back to fix
things that needed to be fixed. One
thing that we did on this record that I
have been doing a lot of lately is we
eliminated the headphones with the
exception of when Tempesta did the
drums — I couldn’t really get away
with floor monitors for him with all
the mics around the drums. We had
some special closed-ear ‘phones
made for John so he really didn’t hear
anything except what we pumped
through the ‘phones. But we used
floor monitors for everyone else. We
had the guitar and bass amps isolat-
ed, but the band had a full live-stage
mix coming through the floor moni-
tors. [ was trying to make it as close to
what they have live as | could get
away with. I think it makes everybody
feel better, especially vocalists. I

™

Get a Warehouse

in a Single Rackspace...
with SansAmp PSA-1.

BUzz PUNCH CRUNCH DRIVE

PROGRAMMABLE

don’t think I have recorded vocals
with headphones for two years. It has
all been floor monitors, played
incredibly loud — the way the singer
is comfortable doing it live. Then of
course we did some layering of the
guitars as overdubs, basically dou-
bling and tripling the main riff. I think
the slide parts were all tripled just
because it made more of a chaotic
sound than a straight slide. It made
things more unruly.

What about the eighth-note guitar
part that enters in the chorus?

J. doubled and possibly tripled his gui-
tar parts in the chorus. We arranged the
song so that when we got to the chorus
we could have room. We didn’t want a
big barrage of guitar through the whole
song. We wanted it to be big in that one
spot. I tend to do guitar-heavy records
and this record was nice because we
could pick our spots real carefully and
give them impact that way. J. knew
what he wanted to play and he knew
what sound he wanted, which makes
my job really easy from both a produc-

LOW HIGH  LEVEL

TECH 21-INNYC

SonsAmp:M Model PSA-1. Manufactured in the U.S.A. by Tech 21, Inc. 1600 Broadway, NY, NY 10019 « 212-315-1116 « Fax: 212-315-0825
CIRCLE 94 ON FREE INFO CARD

er's and engineer’s standpoint. My
engineer, Ulrich Wild, was instrumen-
tal in getting a lot of the sounds for this
song, so it was a combined effort.
Sometimes I might turn the knobs, but
generally Ulrich is the guy who keeps
me from going off the deep end. There
were a lot of more subtle guitar things
that we threw in to fill gaps, similar to
what some of the computer parts
would do. But none of the guitars were
played via computer — all of the guitars
were played live by J.

You mentioned doing vocals with
floor monitors...

I'll either record the vocals in the con-
trol room with the big monitors up
really loud or I'll put floor monitors
and a little mixer out in the room with
the singer so he can adjust his own
levels — I've been doing this for about
two or three years now. Basically, it’s a
lot of stereo volume so that the singer
doesn’t have to wear headphones —
it's as if he is listening to his stereo
and singing along with it. I find that I
get a way better performance and

SAVE DOWN UP

SansAMP

r=tEl= =200 ININAS




Introducing
the Biggest
Hafler Ever!

E‘ Dynamically Invariant A-B Linear Operation
is an extremely imoortant advance in front-end/driver

- circuitry for directly. exciting. large arrays of power
® MOSFETs. Traditionalty, such circuits have only 6dB of
N\ surplus current headroom over their stalic or quiescent
\daa bias current. The new circuitry works on a variable-gain
current-steering principle which resuits in absolutely linear
current headroom of 20dB or more at low driver dissipation.
This is extremely important for providing the high transient
current needed to drive the capacitance of MCSFET gates at
high frequencies. The result is both lower distottion and

greater inherent stability.

Check out MOJAZZ
recorcling artist
wWayman Tisdale
and The Fifth Quarters’

new releqase

“Power Forward!”
Wayman uses the
9303 Transenova
in his home studio and
the P7000 on bass.

Finally a Big Amp with Hafler’s
Legendary Sound Quality!

“The new Hafler
Transenova
D.I.A.8B.L.O. sounds
great here at Capitol's
Tower Mastering.
Dependable as
always- clear and
detaiied with wonder-
ful bass response.”

Wally Traugot
Tower Mastering
Capitol Records
Hollywood. CA

Hafler

frans.n»ovas

P7000 DIABLO

Sound
Reinforcement
Power Large Mchitor
Speakers

Bass Guitar and
other Instruments
Sound Quality in a
Big Amp!

EIA (1kHz. 0.1% THD)

375 watts/Channet
into 8Q2

525 wWatts/Channel into 44
1050 Watts Bridged Mono into 8Q*

AContinuous sine wave power limited by current rating of line fuse.

The award winning 9303 and 9505 Transsnova
amplifiers are already a huge success!

“The D.L.A.B.L.O. gircuitry
makes an atready great
sounding amplifier even
better. The high end is
truly vacuum tube like.
while the bottom has the
punch of solid state

The first project mixed
with the new D.1LA.B.L.O.
amplifiers is a Circle
Surround DMP Big Band
CD which includes classic
charts from Basie, Dorsey.
Ellington. Herman. Kenton
and Miller.”

Tom Jung
DMP Records
Stamford. CT

DMP’s 5 channel Music Mixing Svite
Powered by Hafler $505 Trans*nova
D.L.A.B.L.O. Amplifiers.

D ILA.B.L.O. patent application in pregress.

Transenova patent #4467288

SEE US AT AES BOOTH #1044

‘0 HAFLER PROFESSIOMAL, A DIVISION OF ROCKFORD CORPORATION e TEMPE, ARIZONA 85281 USA
1-800-366-1619 @ INTERNATIONAL FAX 602-967-8132 @ IN CANADA, CONTACT CABLE TEK 604-942-1001

£21995 Rockford Cotporation
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¢ Fast2- DAY DELIVERY at no extra charge

¢« 45-dav money-back satisfaction guarantee

« Toll-free ordering 7 DAYS A WEEK

¢ Full technical support & customer service ’

. Upito-tlxe-fxlinutelnventory and price info. - Oupon o Musicigp:
« Major credit cards ?‘e ‘ Namg. o '4 * Medforg rd, OR 975051
BIG FULL-COLOR CATALOG AbDkess 4 ,

¢ Detailed product descriptions Ciry E

« Informative product articles Zip S

« A HUGE SELECTION of qualfty brand Mary Iy, -OTATE _

name music equipment including the
very best in the business!

& SELECTION ’ Mus

Frieng, PO, mail h
Box 45, o
% De

Gall 1-800 776-5173

and get the BEST MUSIC

EQUIPMENT CATALOG
in the husiness.

DVsr

me the
ICIAN's F Xt3 edmons
Join hungpe, F

Teceyv,ng the
1-800.776.

of

ds of 1,
Ousand
S of s
e#] mus,c catalog ﬂllSﬁe(l musnc,a,,s it

b Olule]y free!
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The Hum Eliminator™ from Ebtech
stops the 60Hz buzz that's caused by
groundloops, quick and easy. Just
plug it into the signal lines between
oftending pieces of equipment and
you're done.

And since it's not a tilter or gate, it
won't change your sound.

EBTECH

the experts in great sound

Call now for a dealer near you.

Hum

Gone!

® Works with balanced or unbalanced
signals at either end.

® Breaks groundloops safely while leav-
ing all equipment grounds intact.

® Also available in Line Level Shifter™
version for converting back and forth
between -10dBV and +4dBu.

® Two channels for $69.95 retail.
Eight channels for $279.95 retail

tel, (619)679-6510, fax (619)679-2802
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probably a lot worse sound. But [ have
learned to deal with the sound
through heavy compression and very
careful gating after the fact. On this
song we compressed heavily, put
some basic effects into the monitors,
and tried to EQ as much feedback out
of the monitors as we could. As a mat-
ter of a fact, on all of the recoerds I
have been doing this way if you listen
— sometimes you don’t have to listen
too carefully — you’ll hear feedback
on the track. Part of this approach
came about because | started getting
really frustrated with guys whoe were
used to singing live coming into the
studio and then having to put on
headphones, hold their hands to their
ears, and sing into this big dental
apparatus (one of these $3000 micro-
phones). They are used to having a
mic in their hand, against their mouth
with their finger across the front of it
or whatever they do live. That micro-
phone in my opinion is their instru-
ment. It is almost the same as telling a
guitar player who has been playing
the same guitar since he was eight
years old, “Here [ want you to play this
guitar because it sounds better.” The
guitar player wants to play the one
that’s comfortable. It is the same kind
of thing. It never made sense to me for
them to sing differently in the studio
from what they were normaily doing
live. What I give up in being technical-
ly correct I get back in a better perfor-
mance.

Having said that, was Roh using a
handheld mic?

Yes. The vocals were ail overdubbed
and we used a Shure SM58. That ‘58
was all [ needed, and it was probably
the most beat up one in the studio
too. If it wasn’t before we started then
it was by the time we finished! It is a
nightmare from a technical stand-
point because you have leakage and
feedback. If you are giving the singer
any effects in the monitors then you
have to worry about spill-over of
those effects in case you dan’t want to
itse them later on. [t’s really not as
easy as setting up an ‘87 and a head-
phone mix and saying “go for it.” [
personally will work any way the
singer is most comfortable. Rob did
the verses first and then went back to
do the choruses. He felt he could con-
centrate better on what he was doing
that way. Steve La Cerra
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4 4 / 2200 a.m. The band

just found the sound

they’ve been looking for.
Of course, you wouldn’t be of BASF 911. Low rub off.

] _ _ _ Everyone’s rockin’. = ,
having this anxiety attack if you 1 ] Precision—-manufactured. It's
Except you. You’re figuring

used new BASF 900 maxima classic BASF. The kind of
High Output Mastering Tape. out how to tall them the BASF tape studios have been
With 3 dB more output and HIGH OUTPUT master relying on since 1934. As you
2 dB less noise than standard you were using just turn to face the band (gulp),
analogue mastering tapes, it “crap‘ped out.” you make a vow. If you survive
is identical to the MOL and the the next ten minutes, the first
signal-to—noise ratios of other high out ters. thing you | do is contact BASF, 1-800-225-4350
But it has the reel-to-reel reliability and consistency  (Fax:1-800-446-BASF); Canada 1-800-661-8273.

DeEmanD IT.

© BASF
.
© 1994 BASF Corporation Information Systems
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Wide Open Mixes

Some tested tips on

getting the best mixes
from your project studio

BY CRAIG ANDERTON

e know them when we hear
them: wide, spacious mixes
that sound larger than life
and higher than fi. A great mix trans-
lates well over different systems and
lets you hear each instrument clearly

and distinctly. Yet, judging by a lot of

project studio demos that pass across
my desk, achieving the perfect mix is
not easy...in fact, it’'s damn hard. So
here are some tips on how to get that
wide-open sound whenever you mix.

THE GEAR: KEEP IT CLEAN

Eliminate as many active stages as pos-
sible between source and recorder.
Many times, devices set to “bypass”
may not be adding any effect but are
still in line, which can add some slight
signal degradation. How many times do
line-level signals go through preamps
due to lazy engineering? If possible,
send sounds directly into the recorder
— bypass the mixer altogether. For mic
signals, use an ultra-high quality out-

30 OCTOB3ER EQ

board preamp and patch that directly
into the recorder rather than use a
mixer with its onboard preamps.

If you print with the highest pos-
sible fidelity, vou can always play with
the signal on mixdown if you want to
mess with it. Although you may not
hear much of a difterence it you do
the above when monitoring a single
instrument, with muliiple tracks the
cumulative effect of stripping the sig-
nal path to its essentials can make a
significant difference in the sound’s
clarity.

THE ARRANGEMENT

Before you even think about turning
any knobs, scrutinize the arrange-
ment. Solo-project arrangements are
particularly prone to “clutter” because
as you lay down the early tracks,
there’s a tendency 10 overplay in order
to fill up all that empty space. As the
arrangement progresses, there’s not a
lot of space left for overdubs.

Here are some suggestions when
tracking:

* Once the arrangement is fleshed
out, go back and recut tracks that you
cut earlier on. I'ry to play these tracks
as sparsely as possible 1o leave room
for the overdubs you've added. I've
found it very helpful to recut a song
from scratch as soon as I've finished
mixing it. Like many others, | write in
the studio, and often the song will
have a slightly tentative feel because
of that. Recutting always seems to
both simplify and improve the song;

rm<mer

it's the project studio equivalent of
road-testing a song, then going into
the studio to cut the “real” version.

* Try building a song around the
vocalist or other lead instrument
instead of completing the rhythmn sec-
tion and then laying down the vocals.
I often find it better to record simple
“placemarkers” for the drums. bass,
and rhythin guitar (or piano, or what-
ever), then immediately get 10 work
cutting the best possible vocal. Then |
go back and re-record the rhythm scc-
tion. When vou recut the rhythm sec-
tion for real, you’ll be a lot more sen-
sitive to the vocal nuances.

* The previous tip is also a real
good justification to use sequencers
that inclide digital audio capabilities
(StudioVision, Digital Performer,
Cubase Audio, Logic Audio, etc.). Lay
down the vocal before you get too
heavily into sequencing, and your
sequenced parts will be mare sensi-
tive to the vocals.

* As Sun Ra once said, “Space is
the place.” The less music you play,
the more weight each note has. Or as
[tector La Torre says, “lt ain’t the
number of notes, it's the spaces in
between...”

PROOFING THE TRACKS

Before mixing, listen to each track in
isolation and check for switch clicks,
glitches, pops, and the like, then kill
them. | do this by bouncing digitally
from ADAT to Sound Tools, then
cleaning up the track before sending it

i

lows

midrange highs

FREQUENCY

FIGURE 1: Different instruments sit in different portions of the spectrum (of cowrse, this depends
on lots of factors, and the above is only a rough approximation). Use EQ to distribute the
energy from various instruments so that they use the full spectrum rather than bunch
up in one specific range.



The Soundcraft DG2020
-because not all EQs are equal.

Whether working in post-

production or music

one source.

Add to that moving fader

recording, you are judged
by the sound of your
finished product - however diverse and whatever the quality of
the source material.
With outstanding new EQ design, Soundcraft's
DC2020 delivers an unrivalled degree of control -

invaluable when assembling audio from more than

HARMAN INTERNATIONAL INDUSTRIES LTD., CRANBORNE HOUSE, CRANBORNE INDUSTRIAL ESTATE,
CRANBORNE RD_. POTTERS BAR, HERTS, EN6é 3N, ENGLAND. TEL: +44 (0)1707 665000 FAX: +44 (0) 1707 660482

automation, touchscreen
driven machine control,
video sync, plus on-board hard disk storage,

and the argument for choosing DC2020

becomes irresistible.

Discover more about the DC2020 by

calling 818 893 4351 today.

Soundcraft

SOUNDCRAFT, PO BOX 2200, 8500 BALBOA BLVD. NORTHRIDGE, CA 9t329.TEL: 818 893 4351, FAX: 818-830-1220

H A Harman International Company
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AUDIO INTEGRITY

You are busy trying to create tk2 perfect mix,

so we’'ll get right to the poaint. The new IT ’ S A S IG N A

Sony DPS-V77 is a single rack powerhouse —

a digital multi-effects

SONY

signal processor that fewen
LY TG

combines the best of

our DPS Series, for an impressive array of I I S A G A R B A

effects including reverb, delay, modulation,

dynamic filtering and more. The V77 also offers

balanced and unbalanced analog and digital

1/1Os, with high resolution 24-bit A to D, 20-bit

D to A converters and Sony's proprietary 32-bit

digital signal processing. Result: great sound in,

better sound out.
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DUAL EFFECTS ARCHITECTURE

With 50 effects per block, the dual block architec-

ture of the DPS-V77 makes it extremely fiexible,

since it allows for various serial and parallel configu-

rations. Each block is equipped with a switchable

gre or post effect EQ. You'll find 198 user presets in

addition to 198 factory presets. You'll also discover

several new, ear-opening effects, from intelligent

pitch shifting to irregular delays, to mono/stereo

conversion, and three-dimensional spatial place-

ment. The most important feature, however, may be

what this unit doesn’t come with.

€ 1995 Sony Electronics Inc. All rights reserved. Reproduction in whole or




MORPHING

Nietzsche once said, ‘get rid of the junk you don’t

need! Or something like that. Anyway, sound philos-

ophy for life is sound philosophy for signal proces-

so=s. So, that annoying d~op-out you get switching

USER FRIENDLY

Take a good look: nice, big LCD display and

“jog/shuttle” knob. Numeric key pad, descrip-

tive icons. Assignable direct access keys, located

where they ought to be. Call up a preset and

up to 6 of your most frequently used parameters

L PROCESSOR.

MUETI-EFFECT PROCESSOR DPS-V77

are there instantly. All this, plus full MIDI

control. So work flows

l a 11 save

eate quicklly, smoothly, easily.

11enTeR
e T

L.

As easy as caH,‘,,g

GE DISPOSA

between effects? It’s history. Eliminated. Toast.

1-80C-635-SONY, ext. DPS, for more ;,,fo,_m
Aty

Imagine. No more fumbling, grumpy;
g,

Seamless transition — say, between the tail end of a whole rack of trouble, p;

a reverb into a chorus — is mow reality. With this

‘morphing’ function of the DPS-V77, a new effect oodore

P ol

(like a chorus or flange) can begin while a current
effect (like a reverb or delay) is decaying, giving you

from 0 to 10 seconds transition time.

in part without Sony’s written penmission is prohibited. Sony is a trademark of Sony.
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back. These low-level glitches may not
seem that audible, but multiply them
by a couple dozen tracks and they can
definitely muddy things up.

EQUALIZATION

The audio spectrum has only so
much space, and you need to make
sure that each sound occupies its
own corner without fighting other
parts. This is one of the jobs of EQ.
For example, if a rhythm instrument
interferes with a lead instrument,
reduce the rhythm instrument’s

response in the part of the spectrum
that overlaps the lead.

One common mistake [ hear with
tapes done by singer/songwriters is
that they (naturally) feature them-
selves in the mix and worry about
“details” like the drums later. Howev-
er, since drums cover so much of the
audio spectrum (from the low-fre-
quency thud of the kick to the high-
frequency sheen of the cymbals), and
since drums tend to be so up-front in
today’s mixes, it’s usuaily best to mix
the drums first, then find “holes” in

M-1

MICROPHONE PREAMPLIFIER

1

(ACTUAL SIZE)

| “No comparison!” "Whoa!" "“Even the producer could tell the difference!”
A few typical comments! The M-1 is clearly superior. Here's why:

he JENSEN JT-16-B INPUT TRANSFORMER, IMPROVED!
‘e world's best mic-input transformer, now even better!

E 990 DISCRETE OP-AMP. The 990A-24V is far superior to
th& monolithic op-amps found in other equipment.

DC, SERVO and INPUT BIAS CURRENT COMPENSATION

elithinate all coupling capacitors and degradation they cause.

Standdrd equipment: illuminated push-buttons, shielded toroidal power
transfoniper with 6-position voltage sclector switch, silver plated XLRs,
ground-h?ft switchces, phantom power, polarity reverse and gain controls.
Options ‘ynclude the Jensen JT-11-BM output transformer, VU-1 meter
(shown), PK-1 meter, gold plated XLRs.

SEE US AT AES BOOTH #948 i %‘

e S _ -
¢ THE JOHN HARDY COMPANY

i P.O. Box AA631

Phi (7083 864-8060 Evanston IL 60204 Fax: (708) 864-8076
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which you can place the other instru-
ments. For example, if the kick drum is
very prominent, it may not leave
enough room for the bass. So boost the
bass at around 800 to 1000 Hz to bring
up some of the pick noise and bright-
ness. This is mostly out of the range of
the kick drum, so the two won't inter-
fere as much.

Try to think of the song as a spec-
trum, and decide where you want the
various parts to sit, as well as their
prominence (see fig. 1). I often use a
spectrum analyzer when mixing — not
because your ears don’'t work well
enough for the task — but because it
provides invaluable ear trezining and
shows exactly which instrurnents take
up which parts of the audio spectrum.
This can often alert you to a puildup of
level in a particular region.

If you really need a sound to
“break through” a mix, try a little bit of
boost in the 1 to 3 kHz region. Just
don’t do this with all the instruments;
the idea is to use boosts and cuts to
differentiate one instrument from
another.

To place a sound further back in
the mix, sometimes engaging the low-
pass filter will do the job by “duiling”
the sound somewhat — you may not
even need to switch in the main EQ.
Also, using the high-pass filter on
instruments that veer toward the bass
range, like guitar and piano, can help
trim their low end to open up more
space for the all-important bass and
kick drum.

COMPRESSION
When looking for the biggest mix,
compression can actually make things
sound smaller (but louder) by squeez-
ing the dynamic range. If you're going
to use compression, try applying com-
pression on a per-channel basis rather
than on the entire mix. Devices like
the Ensoniq DP/4 (which can do four
compressors simuitaneously),
Symetrix 488, and ART MDM-3L can
help in this respect. Compression is a
whole other subject (check out my
December column in Keyboard maga-
zine for an overview), but suffice it to
say that many people have a tendency
to compress until they can “hear the
effect.” You want to avoid this; use the
minimum amount of compression
necessary needed to tame unruly
dynamic range.

If you do end up compressirg the

continued on page 156
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SEVENTH IN A SUCCESSFUL SERIES

THE LIVE SOUND INDUSTRY'S
PREMIER EDUCATIONAL EVENT!

THIS YEAR’S THEME:
The Art and Science of Live Sound M1x1ng

PROGRAM HIGHLIGHTS:

W High level presentations on computer control

B Mixing console fundamentals including intensive hands-on instruction
@ Increased oppormuaities to mix a band on multitrack tape

B Complete sound system set-up, gain structure and equalization

B The ‘business’ of the live reinforcement business

DUAL-TRACK APPROACH: NOVICE & ADVANCED TRACKS

Featuring a staff of industry veterans from the top touring sound companies as well as
special guest speakers.

WORKSHOP STAFF: ALSERT LECCESE, AUDIO ANALYSTS; WILL PARRY (CHAIRMANY), SIGNAL
PeRFECTION, LiD.; DAVID W. ROBB, JAFFE HOLDEN SCARBROUGH; DAVID SCHEIRMAN, LONE WOLF;
HowaRrD PAGE, SHOwcO; Mick WHELAN, JBL. PROFESSIONAL

SPECIAL GUEST SPEAKERS: STEvE MCCALE on In-the-Ear Monitoring
FLOYD TOOLE, HARMAN INTERNATIONAL, on Critical Listening

WHERE: Chapman University Campus, Orange, CA
WHEN: January 15-17, 1996 (preceding Winter NAMM in Anaheim, CA)
FEE: $650 (includes workshop materials and meals)
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Photo by Matt Mendelsohn/LGI
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Stevie Wonder's Conversali

DAWSs to new possibilities

BY ROB ARBITTIER

as a programiner/synthesist. I met

him when I was in a band in Philly
that he was going to produce an album
for. I ended up heading out to L.A.
with them to meet him and get to
know him, and later ended up working
for him full time in 1987 on his album
Characters. He had been using drum
machines and ear!y MIDI synthesizers,
but was not doing any sequencing on a
personal computer. I had been using
IBM PCs since they first came out, and
had written a lot of software for the
PC. 1 was using the PC in my studio
with a very basic sequencer that I had

I 've worked with Stevie since 1985

36 O R EQ

developed myself.

After I moved to L.A. to meet Ste-
vie, he left on tour in 1986, | ended up
getting bored and booked a plane tick-
et to New York and showed up at his
hotel room at the Plaza Hotel with a
computer saying, “Hey Stevie, remem-

ber me? I'm Rob with the band Myx
that you're producing and here’s this
computer that I think you're going to
really love so why don’t you check it
out?” 1 basically only had enough
money for a one-way ticket and one
night at the Plaza. I went there hoping

Rob Arbittier is a producer/cornposer and pariner, along with Gary Adante, of the LA.-
based production company Noisy Neighbors, which does scoring for cornnmercials and
television prograns, including national commercial work for ABC and CBS Coca-
Cola, Acura, Ford. and Anheuser-Busch, as well as album production work. Arbittier
has spent most of a decade as the electronic guru behind several Stevie Wornder
records. Wonder's most recent recording, Conversation Peace, reveals how digital
audio workstations are transitioning from the post world back into music prod iction.
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Photo courtesy Lisa Stansfield’s Gracieland Studio, Rochdale, UK.
Configuration shown has 48 9098A Mono inputs, 24 9098K Dual Monitor inputs and 4 9098L Stereo inputs. Console has full complement of
AMEK SUPERMOVE automation controlling 106 servo faders, 116 channels of VIRTUAL DYNAMICS and comprehensive SYSTEM RECALL.

Rupert Neve's 9098
console is manufactured in
the UK by

Head Office, Factory & Sales:
New Islinglon Mill,
Oldfield Road,
Salford, M5 4SX, U.K.
Tel: 0161 834 6747
Fax: 0161 834 0593

World Radio History

AMEK US Operations, Inc.:
Tel: 818508 9788
Fax: 818 508 8619

AMEK Germany:
Tel: 06721 2636
Fax: 06721 13537

AMEK Asia, Singapore:
Tel: 65 251 1629
Fax: 65 251 1297

AMEK South America:
Tel: 55214376329
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AES

Booth #573

DELTRON CONNECTORS

Double Reussen shielded audio cable.

Analog or digital multipair cable.
Color coded XLR's.
Professional 1/4" plugs.

Wm/m

Deltron/Gothom
US Sales & Stocking Warshouse

Arlington, TX 76003

800-292-2834

‘S«m(omcnonWSmh&mou ‘
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UALITY
AT THE RIGHT PRICE

Heavy Duty ATA
« Custom and stock sizes
= Quick turn around

\I
|

Medlum to Heavy Duty
Keyboard Cases
» Prices starting at $126

_—

Heavy Duty AMP
and Effect Racks
«Prices starting at $129

Hardshell Cases

Availabte for:
guitars racks
keyboards
DISCOUNT
DISTRIBUTORS
FOR INFORMATION CALL 800-346-4638

AND FREE BROCHURE (InN.Y.}516-563-8326

The Case Specialists
CIRCLE 30 ON FREE INFO CARD

38 OCTOBER EQ

!

NOISE MAKER: Rob Acbittier sits ot his studio, which indudes TimeLine’s DAW and Yamaha ProMix 01's.

he was going to love the computer
approach to music production and
pay for a hotel for me and my way back
to L.A. Otherwise I was just going to go
back to Philadelphia where I’'m origi-
nally from. But he ended up loving the
whole concept of sequencing into a
computer and [ finished the whole
tour with him. I've remained involved
with Stevie quite a bit since then.

STRIKING UP CONVERSATION

For this record, maost of my involve-
ment ended up being what I'd call del-
icate audio surgery on tracks that
needed some repair, and that’s where
the TimeLine system came in.

On one of the tracks on the album,
called “Taboo To Love,” Stevie com-
posed and sequenced a bunch of stuff
on Cubase sequencing software for
Windows, which he then had tran-
scribed and recorded at Wonderland,
his private studio in L.A., using a
medium-sized live orchestra. They
recorded it against a metronome, but
the orchestra’s timing is never as pre-
cise as a computer’s. So when we tried
to put the synthesizer tracks against
the orchestral tracks. they didn’t
always line up perfectly — with a
human conductor, things will feel a lit-
tle more human.

We transferred the orchestra tracks
from tape (both Sony and Mitsubishi
digital multitracks) into Stevie’s T:me-
Line Studioframe system running the
latest TimeLine 6.0 software, essentially
making it the same as a new TimeLine

DAW-80. The TimeLine was chosen
because, although Stevie's is an 8-track
system, you can do editing across as
many tracks as you need to. We ended
up with approximately 26 individual
tracks of live performance information,
some in stereo and some in mono. (This
and all other hard-disk recording was
done at the 48 kHz sampling rate.) Then
that was all brought in sync into the Stu-
dioframe so that the timecode within the
workstaticn matched the master tape.
That meant that when the repairs were
done, it could easily be laid back to the
master tape.

We didn't want the orchestra to
sound sterile and computerized, and
we didn’t want the sequenced stuff to
sound totally sloppy in parts, so we
loosened up the timing of the sequence
a little bit to get it closer to what the
orchestra was playing. But at times the
orchestra would be laying back a little
too much or pushing ahead of the beat
too much, and then I’d bring the timing
of the orchestra back to match the
sequence. [t was like hand-quantizing
the live audio. We did it on that song
and on a few other songs that have
chaoirs and background vocals.

T want to emphasize that we didn’t
take the orchestra and try to make it
computer-perfect; this was still a live
orchestral performance and the
changes we did were very subtle. But it
did make it possible for the synthesiz-
ers and the live players to come togeth-
er and made it sound as though they
had been on the same sessior together.



WE VE CAPTURED

EVERYTHING FROM

In this business timing is everything. Which explains some of the success

CRASH CYMBAILS T0O behind our industry-leading lineup of SMPTE timecode DAT machines. Of
SEX SYMBOLS. course, mass appeal doesnt hurt either. So if you're looking for outstanding

value, you'll find it in our , the most affordable timecode DAT recorder

on the marker. If you need a full-function chase/lock machine, you'll appreciate our with RAM scrubbing and Sony*P2 protacol for serial editing

control. Our represents the pinnacle of DAT technology, with it's remarkably user friendly nature and renowned intuitive display screen. If

multitrack is the issue, our is the machine of choice. And when it comes to portable recording, nothing keeps up with our second generation s

unparalleled ease of operation and 3-channel mixer. Want to know more? Simply call Rick Cannata at ( ISTEX. Youll see why—from music

tracks to soundtracks—we've developed a following that stretches from Nashville ta Hollywood. FOﬂm
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MULTIPLE UNDO

The Studioframe was mainly used as
an audio scalpel on this album, and it
was a good one because a lot of times
we were not manipulating one or two
tracks at a time; often I would have to
do edits that covered 16 to 24 tracks.
Another reason 1 chose the Stu-
dioframe is because an artist like Ste-
vie will want to try something many
different ways before making a deci-
sion. With the Studioframe having
unlimited levels of Undo functionality,

THE LEGEND

Two channels of exceptional
equalisation, with unique
personality’.

DRAWME
1961

VACUUM TUBE

EQUALISER

QM.L
25 SOUTH STREET. HOPKINTON,
MA 01748, USA.

TlEL: (508) 435 3666 IFAX: (508) 435 4243

CANADA
} uclin
16) 696 2779
1 {416) 467 5819

Dynamics
: (5) 538 0050
I (5) 519 6977

Drawmer Tel: +44 924 378669 Fax: +44 924 290460

I could be trying really crazy edits
knowing that we could always get back
to where we were.

For instance, we would often dou-
ble or triple or quadruple a vocal per-
formance, either by having them sing it
over and over or by moving a perfor-
mance to the left channel and delaying
it a little bit and throw it to the right
channel to add some thickness. On the
title track, the background vocals of the
choir was a group called The Sounds Of
Blackness — a big choir, but Stevie kept

CONTINUES....

1961

VACUUM TUBE
EQUALISER

¢ Four main equaliser
sections, cach having six switchable,
overlapping frequencies, variable
bandwidth from 0.3 Octave to 3 Octaves
and +18dB of boost and cut,
* Separate active tube stages
for cach of the four main cqualiser scctions
for increased harmonic clarity.
* Two additional active tube stages
for each output.
*Variable high pass and low pass filter
sections with 12dB/Oct 'roll-off"
¢ Input level control
from -20dB to +20dB to optimise signal
level and drive the tubes ‘soft' or "hot'.

Drawmer
————
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saying, “Let’s see how much bigger we
can get it to sound.” So we would take a
performance by Sounds of Blackness,
take the left channel, delay it, and put it
on the right side. Then we’d take the
right channel, delay it a different
amount, and put it on the left side in
order to hear what it would sound like.
Then Stevie'd say, “Let’s hear what it
would sound like if you quadrupled it.”
So 1 would redouble the double that I
had just created to hear what that
sounded like.

Now when you do this too many
times, it starts to sound unnatural and
you hear weird phasing and things like
that, so that was one example where
we'd go back and forth between the
number of doubles that we were creat-
ing. | remember getting it up to the
point where we had it up to six doubles
and him finally saying, “0.K., that’s too
much.” I backed it down to two times
and he said it’s too little; then I would
rebump it up to four times and A/B
between different versions. You have
nondestructive editing throughout this
and you can undo and redo as many
steps as you need to. And you could, at
any point in the process, lock down a
version of what you've been working
on and move on and do more editing,
always knowing you can go back to
that previous version.

Another use of a DAW in music
production was the real-time time
expansion and compression capability
of the Studioframe. At the end of the
album, as it fades, you can hear voices
saying, “conversation, conversation
peace.” It's Stevie’s family doing these
voices, which he recorded over the
telephone because they were all in dif-
ferent locations and he often had to
reach them at weird hours. Rather than
use an ISDN patch, we recorded over
the phone straight to a Sony MiniDisc
recorder plugged into the phone. Ile
wanted the telephone effect, and it
ended up sounding really cool.

“Conversation, conversation peace”
had to be said with a certain rhythm to fit
in with the song, but the performances
Stevie got over the phone had the words
but little in the way of rhythmic feel.
What I did was take their performances
into the Studioframe and cut the individ-
ual syllables apart on the ones that need-
ed help. Then I sped up and slowed
down each syllable using the time-fit
algorithm so that [ could rebuild the

continued on page 157
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Onboard Digital Editor

Onboard Autolocator
ADAFXT

How do you improve on the most successful
professional multitrack tape recorder of all time? Listen to

your customers. Do some heavy thinking, and...

it a think tank for your creativity. See your Alesis dealer. Don’t think twice.
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Jook Who's Talking

Franci Buckley reveals
what went on behind the

scenes of Quincy Jones's
Qs Jook Joint

BY MICHAEL GELFAND

y resume definitely went from
moderate to quite lengthy on
one record,” says Francis

Buckley, reflecting on his role as chief
supervising engineer on Quincy Jones's
soon to be released (Nov. 7) Q’s Jook
Joint [Qwest Records]. “We had Ray
Charles, Stevie Wonder, Bono, Phil
Collins, Gloria Estefan, Shaquille
O’Neal, Tone Loc, Queen Latifah, Her-
bie Hancock, Barry White, Babyface...it
was just an incredible list of people,
just about everybody you can imagine.”

Buckley, whose resume also
includes work with Alanis Morissette,
Wilson Philips, Paula Abdul, The
Pointer Sisters, and Curtis Stigers,
signed onto the project initially for a
four-day stint to cut the basic tracks.
“Quincy was going to do a live big-
band record, and I was going to cut 15
tracks in four days.” As it turned out,
Buckley wound up working on the pro-
ject for seven-and-a-half months.

“On the first day [ came down,
Quincy and [ sat and talked about what
the project was all about. We started
working, and by the end of that day we
had cut maybe one-and-a-half songs,
and I realized then that the project was
going to take a little longer than four
days. I called Jolie [Levine, the project
coordinator| and told her that if Quin-
cy needed me, I'd clear my calendar for
the next week, and it just kind of went
like that for seven-and-a-half months.”

According to Buckley, one of the
best aspects of working with Quincy
Jones, other than the obvious high of
simply working with Quincy Jones, was
his respect for everyone else’s profes-

4 OCTOBER EQ

KEEPING UP WITH JONES: Francis Buckley used his Spectral DAW to manage the Quincy Jones project.

sionalism. “Quincy doesn’t tell you
how to do your job or what to do. He
just expects you to do whatever is nec-
essary to get the results he's looking
for,” he explains. “There was one point
where we had cut one song that we all
really liked, but Quincy wanted to
rearrange it. Everybody wanted to
know how we were going to do it, but [
told them that I had it all in my Spec-
tral digital editor. But then Quincy
said we needed to do more than just
cut it, and that we needed to put the
same vocals over different sections of
music. But since I had it all on sepa-
rate tracks, it was easy.

“Quincy was quite amazed at how
I was able to do it,” reflects Buckley.
“We were able to go through it and do
a lot of experimenting to decide how
things should go, without the expense
of having to sit there cutting the tape
or doing bounces.

“The way I typically used the
Spectral was that at the end of the
week, Quincy would want mixes so
that he could analyze what we had on
tape. So [ would dump the tracks into
the editor in my typical fashion and
then if he wanted to hear something a
little different, I could do it.

“Quincy likes to get a basic idea
on tape to see how it works out,” says
Buckley. “The basic idea of the song
should always be there, but as to the
form of the song, we had two or three
songs where the band came in and cut
the tracks only for Quincy to come in
three days later to say that he liked the
song but wanted to change the format.
We would recut the chorus and put it
in a different spot, double the B-sec-
tion, or take the B-section out com-
pletely. That's where the Spectral
equipment really came in handy.
Instead of me calling up all of the indi-
vidual tapes, [ was able to call up the
music on its own two tracks.

“There was a lot of information to
work with, which would have taken a
lot of time if we were doing things nor-
mally. But instead of calculating off-
sets and moving all these things
around, I could just do it in the editor.
It was definitely an asset, because the
things we tried that didn’t work on the
editor would have meant that we’'d
have to spend just as much time undo-
ing if it had been done on tape.” Buck-
ley says that most of the basic tracks
were cut on analog SR, with all of the
overdubs being done on ADAT. By the
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Cools Change.

Prisma. The Digital Audio Workstation
that changes everything.

ntil now, workstations have had a At a breakthrough price, Prisma delivers

“one size fits all” approach that forced powerful multitrack editing, real-time multi-
U you to adjust your working style to track mixing and DSP, SMPTE (LTC and
suit the computer. But times have changed. VITC), MTC, MIDI, and SCSI interfaces.
With Prisma, you can choose between two Roger Nichols summed it up this way in EQ
completely different user-interfaces optimized Magazine: “Spectral, Inc. Remember that name...
for your production environment: Prisma Spectral is going to be the company to

Music, a radically different interface for deal with in the DAW market.”

music production, or Prismatica for post and  So don’t held yourself back by
radio. And each Prisma system comes with using old tools! Call 800-407-5832
both — but it doesn’t stop there. today for all the info on Prisma. SPECTRAL

Spectral, Inc. + 18800 142nd Avenue NE « Woodinvile « WA « 98072 « 206-487-2931 « 206-487-3431(fax]
CIRCLE 88 ON FREE INFO CARD SEE US AT AES BOOTH #272

World Radio History



The Rig[f)l

PVM™ T 9000

Condenser Tube

Microphone

PS"™ 2482 Production Mixer

PRM"308Si
Phase Reference Monitors

tEclement For Your
ream

udio...

RP"™ 500 Stereo Reference
Power Amp

= R 1 ? | SDR 20/ 20+ Digital Studio Effects

vvvvvvvvvv

,,,,,,,,,,,,

. e
: - ®® oo - .
— ; -ie EEEEE ®~ 1
o BTSN ey o oo e -

el =l
‘ }"' VMP™ 2 Vacuum Tube Preamplifier

X IO T T Py

@s&’.@i&lom

T -

-------------




..Make it Reality With

Peavey and Audio Media Research®

Since 1984, Audio Media Rescarch® has
been manufacturing distinguished audio
Eroduction products. Today. you would

e hard-pressed to go to a movie or listen
to the radio withoufhearing aproduction
created with AMR or Peavey Products.

DPM"C8p Keyboard

Over the past decade you've
encountered the auditory
experience of hundreds of award-
winning film and video productions
— produced on equipment from Audio
Media Research. From foley to
soundtracks our Production Series
consoles have been a part of some
of the largest grossing films in
motion picture history.

Peavey's DPM® and Spectrum
modules, AMR Production Series

, consoles and PRM™ studio

e e ' monitors play an important role in
the creation, recording and mixing

: of film scores, as well as television
— o show themes and jingles.

‘ Whether you're looking inL.A. or
‘ \ P | Nashville, you will find that the most
:
|
l

Spectrumri” Bass Module

sought-after artists and producers
are using AMR and Peavey
roducts. Could this be the secret

. | RSM* 2462 Rack Mownt Mixer chind their award-winning,

T | 18 projects?

i 952 By el 1AWk ol l H (] Audio Media Research and Peavey

Upas o A » Keyboard products provide all the

P IMUIBCHERNEDS YR e tobls(you need lo create your own

b e i o4 Kt Bt 1 o "q studio. By using AMR and Peavey

L e b products you will be using the

o B ol B cidafli e glaures ih el “secret” tools of the trade. Soon

b e W et ) your dream studio will produce

B Y ol projects that will allow you to hear
G B S N e 0 the following phrase on award
.......... 1P N night...

TTTT?T????HH,? ﬁ? And the winner is YOU!”

FENEY

Audio Media Research™
PEAVEY ELECTRONICS CORPORATION « 711 A Street, Meridian, MS 39301 « (601) 483-5365, Fax: (601) 486-1278 + ©1995
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AUDIO
Recording, Duplicating

& Packaging Supplies

In stock for immediate shipment

AMPEX M maxell BTDK
BASF Polyline™ DI NGITRL
® e g ; <

hubs and reels cassettes and DATs.

A

NI
boxes, albums and mailers labels
CDs
& _and packaging
e

Quality Service - Quality Products
for over 20 years

Ask for our free Polyline QA catalog

Chicago
(708) 390-7744
fax 390-9886

Los Angeles
(818) 969-8555
fax 969-2267

Polyline Corp. 1233 Rand Rd.
Des Plaines, IL 60016
95Q/A2
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ECORDING ENGINEER

% TRAIN AT HOME %
STUDIO CAREERS =~ -

4&.‘ "
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LIVE SOUND

Learn to become a professional recording
engineer athome.. . . atafraction of the
cost of most resident schools.

Easy Home-Study practical training in
Multitrack Recording including
the latest in Digital and MIDI.

Join the Audio Institute’s successful
working graduates or learn how to build
your own studio. Career guidance.
Diploma. Job placement.

Andio Institute of America

2258-A Union Street, Suite AN

San Francisco, CA94123
For A Sound Education ™
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end, about 75 percent of the album
was done on ADAT.

WANTED: A $10,000 RAZOR BLADE
“There was a time back in 1992 when |
was constantly getting into situations
where we needed to do digital editing,
and it always seemed [ would go some-
place where they didn't really know how
to work the gear,” says Buckley. “It would
take me five hours to do a half hour's
worth of work, and it would always be so
frustrating because 1 knew that if I had
the gear and knew how to run it, ten min-
utes would be all that I'd need.

“I finally said, ‘I need to have one
of these tools,” so I went out and did a
lot of research.” Research for Buckley
meant testing out every digital editor
on the market. “When 1 started look-
ing for the right one, all 1 was really
interested in was a $10,000 razor
blade. 1 didn’t care if it made your
breakfast and did your laundry.” His
criteria was to dump a mix down from
DAT into the editor, and then back out

again. He'd then compare the two
tapes to hear if there were any
changes occurring. “What I usually
found was that there was a little high-
end difference, or a little openness.
Spectral was the only one I used
where | didn’t hear a difference. It
didn’t alter the sound on its way back
out.”

Buckley still uses the same basic
Spectral system, which employs a 486
PC with 8 MB RAM and a stereo A/D
converter. His only addition was two 1-
GB removable drives and an internal
680 MB drive, which gives him 32 min-
utes on 16 tracks inside the box. “I just
purchased Spectral’s Translator, which
allows me to dump eight tracks digital-
ly to and from my ADAT along the opti-
cal connection,” he says. “Tie Transla-
ror has been a real boon to me because
when I'd finish products in the past, I'd
have to dump them down. Now I can
take eight tracks and dump them opti-
cally, locked to video, over onto the
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YOU GOT THE RIGHT ONE, BABY!

“It seemed as though every day there’d be someone new coming in to lay

down a track,” says Francis Buckley, recalling his seven-and-a half month jour-
ney through the recording of Qs Jook Joint with Quincy Jones. Luminaries like
Stevie Wonder, Barry White, and Herbie Hancock dropping by to lay down
tracks was a regular occurrence, says Buckley, “and we even did a bunch of
stuff on the EdNet — including Phil Collins from Zurich, Switzerland, Chaka
K