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orld Class Reverb
ithin Your Reach

ure, you can reach for your rack to get great muitieffects. But for the most dense,
Snatural-sounding reverb and ambient processing, you don’t have to leave the sweet
spot ever again. The Alesis Wedge" provides a fast 24-bit DSP engine, four real-time sliders
for quick, easy editing, balanced inputs and outputs and the convenient Impulse Audition”
button. More importantly, it offers the most realistic hall, room and plate reverbs you can
imagine. All in an affordable package that stays right where you need it most.

Ready to reach for the ultimate reverb?
It's at your Alesis Dealer today.

b
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For'more /nmtmat/on a.u the Wedge, see your Authorized Alesis Dealer or ¢a -§- ALES’I& \<
® Wedge and Impulse Audition are trademarks of Alesis Corporation. : .

Alesis Corpar@ion § ? O
3630 Hgldrege Avenue . Los Angeles CA 90016 800-5-ALESIS alecorp@alesrsi.usa.com www. aIeGE co‘n»\
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We Want To

Make Something
Perfectly Clear.

ou’ve recorded th formanoes &apture(l on the finest digital recorder.

Collected with the late microphones. You're almost done. The only thing left is
the mix. You need a great mix. because without it vour project is lost in a fog. Stay crystal
clear with the 20/20bas Direct Field Monitors from IEvent.

Clarity. True, it does take the right ingredients for a monitor to reproduce with clarity.
Each 20/20bas cabinet has the right ingredients, put together by pros with years of
studio monitor design experience....Bi-amped with 2 hi-powered amps, an extra-large,
front-mounted bass$ port, an active 4th order crossover, calibrated trim controls,
circuit breaker, 8" woofer, natural silk dome tweeter...we could go on.

But these are just features. The sound these monitors deliver is the impertant thing.
A sound truly pleasing and amazingly accurate.

“The sweet high end and the masstve tight bottom made me think I was listering to a
much larger cabinei.”—FRANCIS BUCKLEY, EQ MAGAZINE

“I heard details in timaging and ambience that I had never noticed before. /
...the 20/20bas is exceptional."—ROB SHROCK, ELECTRONIC MUSICIAN MAGAZINE /

“The Event 20/20s turned out to be damned fine monitors.”—PAUL WHITE, SOUND ON SOUND

“If the 20/20 monitors are any indication of what we can expect from Event Electronics,
this is a company worth keeping a close eye on.—LOREN ALLDRIN, PRO AUDIO REVIEW

The 20/20bas Monitors from Event...
Make your next mix perfectly clear. A0

ELEGTRONTEY

- Post Office Box 4189
I:; f_ L —— —— ) Santa Barbara, CA 93140-4189

vafé? w2 Voice: 805-566-7777
PLEY s f LSt Fax: 805-566-7771
www.eventl.com

info@eventli.com
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% fter you've gone
store-to-store, checking
out mixer after mixer,
they can start to appear
pretty much alike.

1 But if you could “look
under the hood,” you'd
discover that all 4-bus
mixers aren't created
equal in many critical
areas. These impor-

tant differences

can affect sound

quality, noise

floor, mix head room
and durability.

11 Greg Mackie initially
intended the SR24+4 to be
a very competitively
priced live sound mixer.

1 But having been a
Musician On A Strict Bud-
get himself, he knew that
few bands have the bucks
for a separate studio
mixer. So instead of cut-
ting corners, he made the
SR24+4 a “downsized”
Mackie 8¢Bus with much
of its circuitry and many
of the same cool features.

The result is a compact
console with premium
mic preamps, natural-
sounding equalization,
ultra-low noise floor and
EIGHT tape outputs. Just
the thing for recording
demos — or whole albums
~ on a limited budget.

Call toll-free for a
comprehensive tabloid
brochure or log onto our
Web site for the full story
of the SR24#4 and its big
brother, the SR32¢4. They
look good outside. But
more imporant, they
SOUND good inside.

I Flexible, creativity-
enhancing equalization.
Mono mic/line channel’s
swept midrange has a super-
wide 100Hz-8kHz sweep range
(and a broad, natural -sound-
ing 1. 5-octave wide curve
(shown in green below). Low
shelving EQ is fixed at 80HZ
(shown in blue}; high
EQisat
12kHz
(yellow).
Plus you
get a sharp,
18d8 per
octave low-cut
filter that lets you —
use the Low shelving
EQ to enhance vocals,
floor toms, etc. without
boosting unwanted
mic thumps and
stage rumble.

VERY useful.

! Six aux sends per chan-
nel. Auxes 1& 2 are pre-fader
{for live sound menitors).
Auxes 5 & 6 are post-fader
{for studio effects). Auxes
3 & 4 are switchable to
either pre or post so
you can always have
four of the kind
you want most.

ALG

W In-

place stereo ——

solo on channel

strips & sub buses.

Master section has solo level
control & AFL/PFL global
mode switch.

% 60mm logarithmic-
taper faders. Many conven-
tional faders “give up” about
3/ of the way down. Fades
sound sorta like this:

LALALALA LAuwe...onn..?
The log-taper faders on the
SR24+4 and SR32¢4 have
extra screened resis-

tance elements that
provide a linear-

sounding fade,

throughout

the full travel

of the control.

Something like this:

LALALA LALALAtALALL
Your LA LAs may vary.

Special
pan controls
maintain the same
apparent loudness
even when you pan a
channel hard right or
b rd left — a must for
accurate studio mixes.
W Super-twitchy Signal
Present LEDs on every chan-
nel are so responsive that you
can differentiate between

percussion, etc. All channels
also have an overtoad LED.

vocals, rusty chainsaw samples,

. Trim control has a 10dB
“virtual pad” that tames ultra-
hot line inputs; 60dB total
gain range lets you boost

timid vocalists and low
level line inputs.

w Mute/—
Solo LED on every
channel.

Ultra-high “AIR” EQ on
submix buses centered at
16kHz. As one magazine
review put it, “The AIR
controls turned out to be effec-
tive in adding top end clarity...
it’s almost an ‘exciter’ kind of
effect, except without the

harshness.”

Also available in a family-size 32-channel model! —

=" =" n et s
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©1997 Mackie Designs,

All Rights Reserved.

l All specifications
and prices are
subject to
change

without

notice.
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gh guts to strip in pub

~the SR24e4 is equally at

1 Solid, cold-rolled steel
chassis. Not aluminum or
plastic. Monocoque design

— resists flexing and bending.

¥ Gold-plated internal
interconnects remain corro-
sion free for perfect electrical
contact, even if used repeat-
edly in industrial sections of —
New Jersey.

11 Sealed rotary controls
keep out dust, smoke

| and other airborne
y sct}mutz.

W Ultra-wear-resistant
fader wiper surface
derived from automotive
sensor technology won't
develop “the scratchies”
even after years of use.

2 100% genuine name —

brand electronic parts
throughout. Nuff said.

W Large, high-current
internal power supply
tets us use VLZ®(Very Low
Impedance} circuitry at criti-
cal points in the SR24+4 and
SR32¢4. VLZ®significantly
reduces thermal noise and
crosstalk by using extremely
low resistor values in certain
circuits. This innovative tech-
nique is normally only used in
mega-expensive consoles,
because it requires VERY high
operating current. Which
requires a robust, high-current
power supply. Which is why
we spent the extra money to
build one into SR Series mix-
ers, Live or in the studio,

*a you'll hear the

3 difference,

—R

Ad-
vanced
surface
mount tech-
nology increases
reliability and lets
us stuff more stuff
into less space.

W Extra-thick
double-sided/thru-
hole-plated fiberglass
circuit boards. This big
mouthful of adjectives reatly
DOES make a big difference...
in terms of reliability AND
sound quality. The expensive
thru-hole plating process
maximizes electrical conduc-
tivity and eliminates the
possibility of intermittant
contact. The SR Series’ flex-
ible fiberglass main board
soaks up downward impacts
that would shatter brittle
phenolic circuit boards.

3 n

home in

¥

—

I Allinputs and outputs —
are balanced* to eliminate
hum and allow extra-long
cable runs {they can also be
used with unbalanced connec-
tors). Tight-gripping '/4” jacks
are solid metal; XLR’s are
genuine Neutrik®s with inter-
nal ferrite beads to reduce
radio frequency interference.
* except RCA-type tape jacks
and channel inserts.

1 Low-noise,
high-headroom
discrete mic
preamps. It can
be argued that the
preamps are the most impor-
tant part of a mixer —
whether you're recording in
the studio or running a sound
reinforcement system. They
must be accurate and free
from coloration..yet be able
to handle screaming
vocalists and close-
miked kick drums
without overloading.
And, they have to be
ultra-quiet. Nowa-
days, we're not the only
ones to claim our mic
preamps are “studio-
grade”” So we invite you to
put us to the test. In the store,
plug in a good, high-output
microphone and a pair of

recording studio or on the roa-df

1 Double tape outputs
eliminate repatching
during tracking. Okay, we'll

be the first to admit that eight

buses are a nice feature. But if
you'e on a tight budget,
the SR24#4’s “double-
bussing” feature is a
great solution {and
besides, how many
times do you
REALLY track more
than four channels to tape
at a time?). Each of the
SR24+4/5R32+4's four submix
buses feed two different
outputs. For example, Sub Bus
1 feeds Tracks 1 and 5; Sub Bus
2 feeds Tracks 2 and 6, etc.
instead of repatching, you
route the bus’ destination by
what tape tracks you put into
Record.

~-headphones and decide for

yourself whose preamps have
the most headroom, the least
noise and the best sound.

» Mix amplifier headroom. The SR24+4’s inside story.

Better mix amplifier design is
why the SR24¢4 can handle 24
simultaneous HOT inputs
without distorting. The mix
amplifier is where signals
from all channels are com-
bined. Some mixers sound

OK with just a couple of
inputs...but when you
pour it on with lots of
inputs — particularly
signals from digital
tape recorders, things
start to sound pretty
harsh. Backing off on
the bus or main
faders doesn't help,
since the mix amp
comes before
these gain
controls.

The SR24+4 and SR32+4 use
Mackie’s innovative negative

The

mix amp |
funnels mul-

tiple channel
snputs into a
singte bus.

gain mix amplifier architec-
ture. Instead of mixing at
unity gain where
headroom is
quickly
used up,
our mix
amps oper-
ate at -6dB.
At this nega-
tive gain level,
SR Series mixers
are capable of
summing FOUR
TIMES the number of
| channels before
| clipping. That nets out
at DOUBLE the amount
of mix amplifier head-
room compared to any
competitive mixer. it's a
critical difference that
you can plainly hear.

=

' Dual headphone out-
puts with enough level to
satisfy even most drummers.
And a separate input for
a talkback mic {so
you don't tieup a
mixer channel).
W Insertsonall
mono channels. Plus
submix and main stereo mix
inserts, separate control room
outputs, extra RCA-type tape
inputs and outputs, both /4"
and XLR stereo outputs, and
XLR mono output with its
own rear panel level control.

2 The SR Seriesin a
proverbial nutshell.

24+4 324
Total Channels 24 3
Mono Channels 20 28
StereoLine Inputs 2 2

Mic Preamps 20 28
Submix Buses 4 4
£Q (mono chs.) 12kHz HF
80Hz LF

s 100-8kHz

)] ~ Swept Mid
18dB/octave low-cut filter
EQ(stereochs)  12kHz HF
0 80Hz LF

800Hz Lo Mid

3kHz Hi Mid

Aux Sends/Ch. 6 6

Stereo Aux Returns 4 4

fape Outputs 8 8
Channel Inserts 20 28
Width (inches) 310 3925

I Below: A few of the 500+
folks who build the SR Series,
our other mixers, amps and
studio monitors at Mackie
Designs in Woodinvile
Washington. 20 miles
northeast of

Seattle.

In the U.S., phone 800/898-3211 « Outside the U.S. 425/487-4333
Web: www.mackie.com ¢ E-mail: sales@mackie.com « NASDAQ: MKIE
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TO9B PREVIEW ... oo 50

It’s AES time again, which means tons of new product introductions that will affect the
way you record. To keep you in the know, EQ presents its annual look at the latest and
greatest, including First Looks at Roland'’s VS-840, Hafler’s TRMS, Avalon Design’s VT-
737, and Shure's DFR11E() Version 4.

SURROUND SOUND SPECIAL............iitmiianniiiinniet oo oo 70

All right, enough talk about surround sound. In this special section, the industry’s 5.1 sur-
round sound studio pioneers explain all the tips and techniques you need to know to start
recording audio-only 5.1 surround. Stories inclide:

* CREATING SURROUND SOUND MIXES By Robert Margouleff and Brant Biles
* SURROUND IS HELL By Elliot SCHIENE ..................oovooeoeecoeeoeeeecee oo
* MIXING WITH THE BIG BANDS By T011 JURG.............oooovooeeoceererereeseooe oo
* SURROUND GETS ROAD TESTED By EA CIETNEY...................oooeevoseereeeeeeooes oo
* THE JOY OF SIX By David Tickle................ccocoocvvereen....
* SETTING UP YOUR SURROUND STUDIO By Bobby Owsinski
* AUDITION: M&K MPS-150THX SPEAKER SYSTEM By Bobby Owsinski ..o

THE MISFITS DO IT THEMSELVES By Robert Granger .................coooooeervnnn.n.,
AUDIO ALCHEMISTS: A TRUE PROJECT STUDIO ON WHEELS By Alan di Perna
CLUB PROFILE: INTER-MEDIA ARTS CENTER (IMAC) By Steve La Cerra..............oomoo

TECHNIQUES/ WORKSHOPS |

JON GASS: TAKING THE HISS OUT OF GASS By Richard Buskin ............coooocoovvooooooooooo 40
THE ARTIST AS STUDIO OWNER By Scott Rubin

COLUMNS/DEPARTMENTS |

MU INSIDER: NEEDLEDROP IN THE “90S By Craig Anderton......................ccoooooooooioooo 24
KOOPER’S KOUCH: MASTERING MASTERING By Al KOOPer ..................oo..oooooooooeorreo e . 32
BONZAI BEAT: TRINA SHOEMAKER By M. BONZAi ...........o..ooooooevooeoeeeeeoeoeeoo ) 34
MAINTENANCE: TOO MANY TOYS By Eddie Ciletti.........................coooveooveeveoeeecemooororeoeo . 144
THE FEZGUYS: FIRST ANNIVERSARY COLUMN By Jon Luini & Allen Whitman ... 146
FAST FORWARD: CARE AND FEEDING OF ELECTRIC UTIUTIES By Martin Polon............................ 167
ACROSS THE BOARD: THE ADATS ARE STACKED AGAINST ME By Roger Nichols........................ 170

EQ AUDITION: LAWSON L-4 7MPMIC .......................
IN REVIEW: DRAWMER MX30 COMP/LIM......
IN REVIEW: SOUNDSCAPE AC-1 ACCELERATOR
IN REVIEW: STEINBERG REBIRTH SOFTWARE................
ADINDEX ..o,

EQ (ISSN 1050-7868} is published monthly plus Buyer's Guide in October by Miller Freeman PSN Inc., 460 Park Ave. south, 9th ff, New York, NY
10016-7315. Periodicals pastage paid ot New York, NY and additional moiling offices. POSTMASTER: Send address changes ta EQ, P.O. Bax
0532, Baldwin, NY 11510-0532. SUBSCRIPTIONS: U.S. $22.95 for 1 yr. (13 issves); CANADA add $10.00 per year for surface; ather amuntries
odd $15.00 per yr. for surfoce; All add $30.00 per yr. for Airmail. All subscripfions outside the U.S. must be pre-paid in U.S. funds by Infernational
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Get a Feel for Surround

Five-point-one audio is here, and it’s no joke. Now, 1 know you’re thinking (as
' was at the outset of compiling this month'’s feature articles), “Haven’t we been
through this before with quadraphonic sound?” Weill, yes, but this time it’s dif-
ferent because (a) we now have the technology to successfully store six discrete
channels of high-quality digital audio and (b} the hardware already exists in peo-
ple’s homes. Look into your neighbor’s living room and you'll likely find a mul-
tichannel audio setup used to reproduce audio accompanying films and videos.
There’s no good reason that these speakers and amplifiers can’t be used to re-
produce 5.1 audio, and a DVD-audio standard is being written thar will hope-
fully include a backwardly compatible stereo mix as well as a discrete six-chan-
nel mix (for the complete skinny on DVD, you should read the article by George
Massenburg that appeared in the April 1997 issue).

So what’s the point of mixing in 5.1? Visceral impact. If you really want to
experience audio, park yourself in the center of a 5.1 system and let it rip. You’ll
hear an emotional intensity that’s sorely lacking in most recorded music. And
as artists and engineers, that’s supposed to be the point of our exercise — to touch
people. In talking with producers and engineers that participated in this
month’s EQ, the one thing that was mentioned time and again was thar 5.1 makes
the listener a participant in the experience, not just an observer. Robert Mar-
gouleft, Brant Biles, Elliot Scheiner, David Tickle, Ed Cherney, Tom Jung — these
guys are pioneers of mixing in 5.1, and they all agree that the emotional inten-
sity of the recording is tremendously increased in 5.1.

We are not talking about the future here, we're talking about the present.
As of this writing, DTS® (Digital Theater Systems), whose 5.1 codec is quickly be-
coming the de fucto 5.1 standard has (in conjunction with several major labels)
already marketed more than 40 titles of 5.1 audio-only CDs. Some of these were
mixed in consoles intended for surround and some were mixed on standard stereo
mixing desks. As you’ll learn this month in EQ, studios don’t have to freak out
over equipment considerations for 5.1 mixing because it can be done any con-
sole from a Yamaha 03D to a Euphonix CS2000 to a Capricorn.

If you're set to take the 5.1 plunge, here are some quick tips:

* Use the same brand and model speaker to monitor each of the five
full-range channels.

* Drive those speakers with identical power amps.

* Make sure that monitor levels are accurately calibrated.

* Don’t clutter the center channel with too much information.
* Use compression conservatively.

* Think three dimensionally and don’t be afraid to place instruments
discretely to a single channel.

* Don’t go for the whiz-bang effect. It quickly becomes tiring to the listener.

* Edit reverb programs with respect to the environment in which the
recording took place.

* Confirm that all of your mix busses are providing equal audio quality.
* Always remember that there are no rules.

For the first time since the development of stereo, our industry is being of-
fered a new tool with which to deliver our message. Distinct creative opportu-
nities are opened up in the 5.1 mix platform, not only for recording and mixing,
but for composing as well. The possibilities are virtually endless, and, of course,
EQ will be there to help you discover them.

-Sterre “Woody” La Cerra



el —

LOW EQ
HIGH EQ
CONTOUR
EQ
REVERB
MONITOR

GAIN

Mic
INPUT

LINE
INPUTS

TRUE
114" HIGH Z
INPUTS ON
CHANNELS

182
Two-8AND EQ SHAPES THE SOUNDS AT EACH
INPUT. YOU CAN ROUTE SIGNALS WITH
REevERB AND MONITOR SENDS. Two TrRUE Hi
Z 1NpUTS, (NOT JUST LINE INPUTS LABELED
“Hi Z”), GIVE YOU THE BEST SOUNDS FROM
ACOUSTIC GUITAR PICKUPS OR HIGH Z MICRO-
PHONES. WITH EACH INPUT SOUNDING

GREAT, YOUR  FINAL MIX HAS TO

SOUND GREAT.

EAMNMEY:

IT’s TiMme You HEARD.

.
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Berore FLS™ usiNGg GraPHIC EQs was
EITHER EDUCATED GUESSWORK OR TRIAL AND
ERROR (MOSTLY ERROR.) FLS™ LIGHTS AN
LED ABOVE THE FREQUENCY BAND WITH
FEEDBACK. TO STOP THE FEEDBACK JUST PULL

DOWN THE SLIDER.

DicitaL Revers witH DSP

16=-IT DIGITAL REV

NO MORE OLD FASHIONED, NOISY, SPRING
REVERBS, OR CHEAP, “ONE SOUND FITS ALL”
ONE-CHIP DIGITAL WONDERS. THE XRs60
COMBINES 16-BIT A/Ds WITH ADVANCED
DicrTaL SIGNAL PROCESSING. YOU CAN VARY
“ROOM SIZE® AND TONAL QUALITY WITH THE
PARAMETER KNOBS TO GET EXACTLY THE
REVERB YOU WANT FROM AN ALMOST INFINITE
PALETTE. POWERFUL, YET EASY TO USE, BECAUSE
WE PUT THE EXTRA EFFORT INTO THE DESIGN.

The MONITOR Magazine is a publication filled with the latest information musicians want to know. To receive 4 issues for only 85
(price good in U.S. only), send check or money order to: Monitor Magazine, Peavey Electronics, 711 A Street, Meridian, MS 39301
(601) 483-5365 ¢ Fax (601) 486-1278 * hitp://www.peavey.com * AOL Keyword: Peavey CompuSenve: Go Peavey » ©1997
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% FLS" Equipped Precision 7-Band
Graphic EQ (patent pending)
% 16-bit DSP Digital Reverb
with Size and Color Controls
% Rugged 150W RMS @ 4 Ohm
Power Amplifier with DDT ™
Patented Speaker Protection
% 5 Low Noise, Low Z, XIR
Microphone/Line Inputs
% 2 True High Z Inputs
(greater than 200K Ohms)
% High and Low “Baxandall type” EQ
on Each Mic/Line Input
% Dual Input (summed mono)
Tape/Line Input Channel
% Reverb Defeat Footswitch Jack
%% Monitor Send with Master Level
% Tape Record Outputs

XR° 560

150 Watt ¢ 6 Channel
Digital Effects Powered Mixer




10

PACKAGE DEALS

Inresponse to Craig Anderton’s article
on “Solving Mac/Windows System
Problems” from the August ‘97 issue, |
would like to point out that switching
drives in Wintel machines can be
achieved as you described — but can
also be dangerous if you don't have
identical hard drives. If your BIOS is ca-
pable of auto-detecting your drive, and
is set up to do so, you won't have any
problems. But if not, you’d better be fa-
miliar with the procedures of changing
these settings in the BIOS.

The best way to solve all of your prob-
lems would be to look into software pack-
ages such as System Commander from V
Communications (www.v-com.com) or
Partition Magic from Powerquest
(www.powerquest.com). These packages
will allow you to boot to multiple operat-
ing systems and you can have multiple
partitions set up on your hard drives.

Ifyoudo alot of software testing in
Win95 and frequently need to start from
a fresh install, you may want to look into
making a batch setup INF file that will
allow you to automate your setup. Use
a utility like BATCH.EXE from Microsoft
to setup your custom INT file, then use
a command line like “SETUP /1W
YOURINF.INF” to completely auto-
mate your setup (go out and have a cou-
ple of beers while the computer does
the work for you). I hope this informa-
tion is helpful.

Brian Naille
Columbus, OH

MORE PROBLEMS SOLVED

The article “Solving System Problems”
(August ‘97) asks for a way to swap boot
drives in software; here's a solution:

Any current Pentium class mother-
board has two IDE interfaces. Whichev-
er drive hooks up to the primary port
will be assigned the togical letter “C”
and will become your boot drive. The
second port (or SCSI drive if you have
one) will be assigned the next letter,
with any additional partitions being in-
cremented from there.

To boot off the secondary drive,
boot your system but proceed directly
into the CMOS settings. There should be
a section for IDE interfaces. Turn oft your
primary drive, or set it to only use the
secondary port. Save your CMOS settings
and re-launch the computer. It will ig-
nore your primary drive and boot off
what was your D: drive (beware, as this

becomes your C:
drive and will
negate any path-

[ Sweet Night wav *

= IR

dependent short-
cuts). Although
this method pre-
cludes access to
your main drive,

it seems easier
than swapping
cables around.

If your D:
drive is SCSI,
then there is an

option either in

nfn) eieales]

CMOS or in the
controller BIOS
to make it
bootable drive;
the same tech-
nique will work
here as well.
Also, a cool trick to make a perfect
mirror of your drive for safety purposes
on another drive is to open up a DOS win-
dow in Win95 and type XCOPY C: I): /E /C
/H /R /K. This will make an unattended
perfect mirror of your current drive (C: in
this case) to the target drive (D: in this
case). Since this is a drive-to-drive copy
and is unattended, it is tons faster than a
reinstall of Win95 or a tape backup.
Jeff Mac
via Internet

CORRECTION

SOCIETIES STRIKE BACK

In the August issue of £Q, the FezGuys talk
about the people who “have a stake in the
way music is made...on the Internet.”
They identify the delivery formats such as
Liquid Audio, Shockwave, Progressive
Networks, and others. They talk about
record companies and their trade groups
such as the RIAA. Then they talk about
what they call the “collection societies,”
ASCAP, BMI, SESAC. They seem to have a
true disdain for the societies, saving that
their “business model” is based on a “dis-
tribution technology and arts culture
that is half a century out of date.”
Basically, what they are talking
about is something called the “Blanket
License Agreement.” What this agree-
ment does is grant a license to anyone
who pays the fee the right to perform
any piece of music in that society’s cat-
alog. Without the “Blanket License,”
every piece of music would have to be
individually licensed with the owner of
the copyright. This means to perform a
piece of music someone would have to
find out who owns the copyright and

In the August issue’s Ml Insider column, we inadvertently ran
fig. 2 twice instead of fig. 3. The actual fig. 3 is shown here.
We apologize for any inconvenience this may have caused.

where they can be reached, contact
them. and then negotiate a fee. The
question for the songwriter becomes:
Do you really want to negotiate a
license for every piece of music you
write with every person who wants to
perform your music?

As far as the Internet is concerned,
presently the only people for the soci-
eties to negotiate with would be the in-
dividual site operators. The phone
companies don’t want to get into the
business of collecting royalties, and the
online and Internet Service Providers
have also declined to step up to the
plate. At least one of the societies (AS-
CAP) has put together a three-tiered
license that should address the musical
needs of site operators. The agree-
ment bases the license fees on the
amount of the operating budget or to-
tal revenue generated by the site,
whichever is greater, and also address-
es the need for flexibility in the way sites
are presented.

Finally, the FezGuys say that the
societies are interested in “protecting
their (own) interests,” followed by “the
collection society is where artistic ex-
pression comes to a grinding halt.” The
societies’ interests are those of com-
posers, lyricists, and publishers, and
getting people paid for the art they cre-
ate. Creating music is a truly wonderful
thing, and the societies are one of the
big reasons that people who create mu-
sic can go on expressing themselves in
a profession they love.

Gary Woods
Secretary/Treasturer
Society of Comnposers and Lyricists
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The Wizard Series

Want your mixes to deliver the punch
and clarity of the industry heavyweights?

Now they can... thanks to the Wizard Finalizer, TC’s new concept
in dynamics signal processing. Inserted between the stereo output
of your mixer or workstation and your master recording media, the
Finalizer dramatically increases the level without sacrificing fidelity
or stereo imaging.

Now even your demos will sound like a CD, because you can
simultaneously:

Convert: 20 bit precision A/D & D/A converters
Shape: Five band 24 bit Parametric Equalizer
Enhance: Choose between: De-essing, Stereo Adjust or

the Digital Radiance Generator™
Normalize: Real Time Gain Maximizer

Expand: Variable Slope Multiband Expander
Squeeze: Multiband Compressor

Trim: Variable Ceiling Limiter prevents overloads
Fade: Manual or Auto Fade Tool

Dither: To maintain the highest resolutions on

the digital AES/EBU and S/PDIF outputs

The Finalizer creates that extra energy boost that you can
otherwise only get from a professional mastering house. With it’s
powerful multiband processing it will make your mixes sound
punchier, louder, crisper, warmer, spectrally balanced, more “in
your face”... it’s your choice!

Don’t take our word for it! Take theirs:

"TC Electronic has come up with a winner by packing
tremendous flexibility into this unit. The Finalizer
contains all the latest thinking in dynamics control and it
is easy to use."
Bernie Grundman, Bernie Grundman Mastering
Five Time TEC Award Winner

"The Finalizer is capable of producing first-rate
professional results. There's a lot of 'bang for the buck' in
this single rackspace mastering tool."
Bob Ludwig, Gateway Mastering Studios
Seven Time TEC Award Winner

Editor’s Pick 1996 TEC Award Nominee 1997

Musician Magazine

N m

Mix Magazine

Wizard | Finalizer

t.c. electronic

ULTIMATE SOUMD MACHINES

TC ELECTRONIC INC., 790-H HAMPSHIRE ROAD, WESTLAKE VILLAGE, CA 91361, USA - PHONE: (805) 373 1828 - FAX: (805) 379 2648
FOR LITERATURE CALL TOLL-FREE: 800 288 5838 E-MAIL: INFOUS@TCELECTRONIC.COM - HTTP://WWW.TCELECTRONIC.COM/FINALIZER

TC ELECTRONIC A/S, SINDALSVEJ 34

DK-8240 RISSKOV, DENMARK -

PHOMNE: + 45 8621 7599 - FAX:+ 45 8621 7598
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(AN W QUESTIONS & ANSWERS

A UNICORN IN THE FASTLANE

Q Is there a software driver that

would enable MOTU FastLane (o be used
with Win95 as well as Mac? I own an Ap-
ple Power Mac 6100 with a DOS card. [
would like 10 be able 1o use MIDI in both
environments.

A No. FastLane is a Mac-only MIDI
interface. However, Mark of the Unicorn
has four other MIDI interfaces that are
cross-platform and work with Mac OS
and Windows95. Some of them can even
be used with a Mac and a Windows PC
at the same time. We have not yet ex-
plored the use of these interfaces with
DOS-based MIDI software running on a
DOS card in a Power Mac. Our MIDI in-
terfaces connect to the parallel port on
a PC and the serial ports on a Mac. If the
DOS card has a parallel port on it, it is
likely that a MOTU interface would work
just fine by connecting it directly to the
card. You could then also connect the
MOTU interface to the Mac’'s modem or
printer serial port and freely use MIDI
software under Mac OS and Win-
dows95. If, however, the DOS
card relies on the Mac serial
ports for /0 to printers and
other PC-compatible pe-
ripherals, I doubt that
our interfaces would
work (as is) with the
card.

Randall Jackson
Newburypori, MA

Jim Cooper
Mark of the
Unicorn

TANGLED
WEB

Q I have been

reading EQ for a
couple of veuars now,
and want to inform
you that with your ‘&
help, particularly Eddie
Ciletti and Roger Nichols,
lwas able to put together a
recording studio of my own —
due to open this September in
the Philippines.

We'll be using a Yamaha 02R

%
(3
"
<

Built-in mic,
oscillator,
speaker.

(what else?) and mainly TASCAM DA-88

and 38's, among other things. I recently

stumbled upon an unofficial TASCAM

web page, and what I read was pretty

scary. Are these machines as bad as they

are made out to he? Or are those users

Just careless or don’t do proper mmainte-
nance?

Adios, and thanks to all at EQ).
Jim
via Internet

A The good news is that all digital
tape machines are like cars — they re-
quire routine maintenance at regular in-
tervals. For a vehicle, it might be every
5000 miles/kilometers. For helical scan
tape machines it should be every 250
hours.

Unfortunately, there is more nega-
tive misinformation than positive in-
formation on the Internet. You can
only go by your own experiences. Un-
official Web sites can often be sites for
disgruntled folks who haven’t taken
the time to learn their gear or keep it
properly maintained. Imagine how

much e-mail there’d be if every satisfied
TASCAM customer took the time to say
so! Yes, all machines occasionally have
problems, and being in the repair busi-
ness makes me an authority of sorts; but
if you're nice to the gear, it will be nice
to you.

It would be safer and more useful
for you to keep in touch with FQ and
TASCAM [Tel: 213-726-0303 (check out
their FAXBACK system)}, and {ind a Web
site where nobody has an axe o grind.

Good luck with your new studio
and newly acquired Internet access.

Eddie Ciletti
Contributing Editor
EQ magazine

AUTOELECTRONIC

Lreally appreciute Edcie Cileiti’s
DIY articles in EQ maguzine. I'm going 1o
build the phantom power supply in the
next few months. I have a question: Have
you ever done a DIY RIAA phono pre-
amp? I reully need a preamp, but can’t
afford a niceone like the Stanton I use to
use when lworked at a recording studio
(I'm a video editor now). If you haven't
published a phono preamp article,
could you suggesi where I might
8o to look for plans for one 1o
build?
Jeff Beauniont
via Internet

A Building a

phono preamp is not
difficult, but you
may want to save
time by finding
some of the sever-
al available off-
the-shelf options.
Audio by Van Als-
tine (www.avahifi.
com) is one of
them. There are

also $30-ish pre-

, Clips amps occasionally

SOURCE " SPEAKER - on your for sale in surplus and
2 jouume STEREO S ) belt. repair-oriented con-
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sumer electronics cata-
logs, or check the back of
hi-fi publications such as
Audio.

Signetics has a phono pre-
amp circuit in its Linear Data
Manual using a 5532 IC opamp. The



James Taylor on recording Hourglass " 02R e
using the Yamaha OZR Digital Mixer: =

place for making the music and o

sta dita the wholg way and 1

to it at a very high level. We were
peall very happy."

James Taylor (R) Frank Filipetfi (L) at the Yamaha 02R
during the recording of Hourglass

When James Taylor and producer/engineer Franx Filipetti set out to record James’ new CD, their determination to caplure the strongest musical
periormance was paramount. “ think it often the case in the recording studio that you sacrifice some sort of coméo-t level and vibe for sound
quality,” reflects Taylor or this project, "we were willing to go in the other
direction to make the cerformance the priority and not necessarily the teeano-
logy. But, n fact, i turned out we didn't have to sacrifice anything to da that”
A summer home on Martha's Vineya-d, MA, provided the environment.
The Yamaha 02R digital recording console provided the all the mixing power and
sonic performance needed ta make what was to become James Taylor's next bit album, Hourglass. Filipetti adds, ‘Being able to listen to playbacks as
aurally satisfying as they were, zllowed all of us to relax and just enjoy what | consider to be one of the most fulfilling recording sessions 've ever been
on” To hear great performances and the sound of the Yamaha 02R digital recording cansole, pick up a copy of James
Taylor's Hourglass on Columbia Records, available at music stores everywhere. To receive your copy of Hourglass YA M A H A

Session Notes and learn more about the Yamaha 02R, 03D and ProMix 01 digital mixees, call 800-937-7171 x648 SMART MIXING

OIGITAL RECOROING CONSOLE

V.2 SHIPPING NOW!
x Department, PO. Box 6600, Buzaa Park, CA 90622-6600 (714) 522-9011. Yamaha Canada Music Lid., 134 Milner Avene, Scarinsu h. Ontario M1S 3R1 (415) 298-1311
WWW ) ! wwiy he/ivRer /index. rk atm America. * e M
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Deals.

Publishing
Deals.

Film/TV
Music
Deals.

Foreign
Deals.
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We're Not
Kidding...

But you won't know that
unless you call this toll-
free number and request
our FREE information kit.

1-800-458-2111
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The Leader in
Independent A&R

CIRCLE 98 ON FREE INFO CAR

14

QUESTIONS & ANSWERS

RCA tube manual also has a circuit.

(Please note the capacitor, C4, which is

listed in the parts table but not shown in

the “schematic,” goes from the base of
Q1 to ground.) Thanks for reading.

Eddie Ciletti

Contributing Editor

EQ magazine

SPIRITED CONVERSATION

I recently switched mixers from a
Mackie 1402VLZ to a Soundcraft Spirit
Folio Ruc Pac. I've been happy with the
Rac Pac except for what seems to be an
anemiic headphone output. When mon-
itoring through speakers (via the control
room outputs), if I set the “C. Room &
Phones” knob to about 1/3, I get accept-
able levels. When I monitor through
headphones, though, I have to turn the
C. Roomn & Phones knob all the way up to
maximun in order to get acceptable lev-
el in iny phones.

I've tried a couple different head-
phones with the same results. Is this nor-
mal? Is there some sort of test I can per-
form to tell if there’s something wrong
with the headphone output? I especially
like the feature of the monitors (speakers)
being disconnected when the headphones
areinserted, but this could be potential-
ly dangerous if I happen to disconnect the
headphones without turning the C. Room
& Phones knob down. I'm in fear that the
output is OK and that I'll have to buy an
external headphone amp (which would
1nake my decision to switch mixers a mis-
take...). Is there any kind of headphone
output inod that could be done?

/D
via Internet

A I don’t think there’s anything
wrong with your system, so my guess is
that the gain structure between your
mixer and power amp should be
checked. Granted, the problem did not
occur with the Mackie, but you said that
running the Folio’s C. Room & Phones
level at 1/3 is enough to drive the
speakers. I'll bet that you can’t get
enough headphone level until the con-
trol is at 75 percent rotation (7.5 out of
a possible 10). Believe it or not, this is
where the control should be.

First, check with Soundcraft to see if
the Control Room output level can be
switched from +4 (where it probably is
now) to -10. If not, there are two options.
If your power amp does have a gain con-

trol, turn it down. If not, you can build a
simple voltage divider using a 600-ohm
and a 150-ohm resistor in series to ground
(one set per channel). The input is at the
top of the 600-chm resistor; the output is
the junction between the two resistors.
Thanks for reading, and be sure to
check out my web site: www.tangible-
technology.com
Eddie Ciletti
Manhattan Sound Technicians
NYC, NY

(Spirit’s Gary Lynn also responds: Eddie
Ciletti probably correctly ascertains
that you are using a-10 dB or hi-fi pow-
er amp, and Spirit mixers are all de-
signed to drive the professional standard
of +4 dB nominal. When we encounter
this problem, rather than mod the
board, we usually try to get the customer
to take the extra leap to a professional
power amp because these days there are
several low-cost units available that do
a great job — and will clean up your
sound as well.

Only one thing to add that could
also have contributed to the mismatched
levels: low-impedance headphones.
Spirit mixers generally don’t like low-im-
pedance headphones, so we suggest
[impedances] above 600 ohms for best
results. In some consoles (not just Spir-
it) low-impedance headphones can ac-
tually cause crosstalk. This is the result
of effectively connecting the headphone
power amp to the ground of the console
through the headphone load.

What is happening, in a sense, is the
ground of the console modulates with the
headphone audio and, since all circuits
are referenced to ground, this signal gets
everywhere. It’s a real demon to find
when you’re not aware it can happen.
Therefore, use higher impedance head-
phones and check out a new studio amp.

Gary Lynn
General Manager
Spirit by Soundcraft, Inc.]

ASK US

Send your questions to:
EQ Magazine  Editorial Offices
6 Manhasset Ave.

Port Washington, NY 11050
Fax: 516-767-1745
E-mail: EQMagazine@aol.com
Web: www.eqmag.com



“| must be in control

of my music and my console.

. | l nee!'More Inputs.

| reed Fader Automation.

| need Snapshots.

But how can | afford it?”
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OTARI has the solution. STATUS™, the newest tool

- ®

for the serious music professional. STATUS delivers
the features, functions and control you expect
in a sophisticated mixing tool. But look closer,

STATUS is priced in line with the other

Otari STATUS Fully Automated
Recording Console

consoles you’re looking at, and we give you

more. Features like “Image Recall,” Dual Signal

Paths to double the number of inputs in an Eﬂﬂﬂ”(@

Otari, Inc. Otari Deutschland GmbH
Japan Germany
Phone: 81-424 882 8626 Phone‘49(012159-50861

otherwise small footprint, available moving faders, and

Fax: 81-424 (81) 8633 Fax:49(0) 2159-1778
B ] . Otari Corporation Otari Singapore Pte., Ltd.
most of all it’s an Otari. And that says it all. L ginnagec

Phone: (415) 341-5900 Phone: 865g284-7211
Fax: (415) 341-7200 Fax: (65) 284-4727
CIRCLE 63 ON FREE INFO CARD

The Mari Logo is a registered trademark of Otari Corporation.
i Radio History ©1997 Otari Corporation. /nfernet Address: www.ofari.com




linear activation
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/ & The truth is that Linear Activation from EAW is not just another PA. It redefines

{, " / most PA systems are  the word.

/

) i — not designed for live LA offers a complete line of PA systems engineered by EAW -
performance. They borrow cone drivers from instrument amps and  the world standard in professional touring sound. LA features the
crossovers from home hi-fi sets. They can't handle the power and same professional cones and compression drivers, the same heavy-

they don't disperse the sound evenly. Basically, tney're useless. duty, computer designed crossover and the same road-proven




LA21s and
LA2122 Two-way
Multipurpose
Systems

.+ 15-in (LA215) or 12-in

(LA212) woofer, 2-in exit
compression driver on
Wave Guide Plate™
(WGP™)

. Stands vertically as a
main, sits horizontally as
a monitor

. Features rubber footpads
for both configurations
plus a standmount cup

LA325
Three-way
Main System

. 2x 15-in woofers, 2x 7-in
mids, 2-in exit compres-
sion driver on WGP™

. Switchable powering
mode - passive or biamped

. Balance-optimized handles
and optional casters

LA228 ot LA1a8
Subwoofer
Systems

. 2x (LA128) or 1x (LA118)
18-in subwoofers

. Optimally vented enclosure

. Recessed cups for stacking
LA325 or other subs

Optional caster pallet

construction techniques and materials. All designed to solve the

specific problems of small-venue live performance.

You're a professional. Don’t you deserve a professional PA?

To find cut more about a truly professional PA call 508-234-6158

and request a copy of the Linear Activation Technology brochure. EMW

[EASTERN ACOUSTHIC WORKS
The Laws of Physics | The Art of Listening

Ore Main Street, Whitinsville, MA 01588 tel--800 992 5013 .-508 234 6158 fax 508 234 8251 web - http://www.eaw.com
£AW INTERNATIONAL LTD., The Old Coach House, Amersham Hill. High Wycombe, Backinghamshire, England HP13 6NQ tel.- +44 1494 539090 fax- +44 1494 539091
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LE-N-F ' WITH A VU

A Studio that Delivers

Carlos Castro offers a
high-quality recording
studio that comes to you

STUDIO NAME: Nomad Recording/Perfec-
tion in Audio

LOCATION: Based in Studio City, CA, al-
though it can be set up anywhere in the
U.S.

KEY CREW: Carlos Castro; Mitch Zelezny
(Sonic Solutions). Tech Support: Steve
Haselton, Martins Saulepuréns; Brent
Averill, Cornell Tanassy, and Jim Albert
PROJECTS RECORDED: Local string ensem-
bles, church choirs, and acoustic music
groups

CONSOLE: Brent Averill-modified Neve
BCM-10 with 1073 modules and 2254 E
compressors [2]; Neve Lunch Box with
1272 [2] and 2074 [2]; 24x2 Brent Aver-
ill-modified passive line mixer with
Neve Class “A” modules (used for mon-
itoring)

MICROPHONES: Matched pairs of Tele-
funken/Blue M-49’s, ELA M 250’s, and
Neumann/Blue UM57’s. Three matched
Telefunken/Blue U47’s for Decca Tree
Configuration. Oktava MC 012 [8]; Sym-
phon BC-10 [3]); Shure SM57 and SM58;
Sennheiser 421

MONITORS: JBL 4310; custom-made
Exactas

AMPLIFIERS: Mcintosh MC 2105 (for
4310’s); Crown PS-400 (for headphones)
COMPUTERS: Apple Macintosh Quadra
650

DAW: Sonic Solutions digital audio work-
station

RECORDERS: Heavily modified 3M-79 2-
inch analog tape machine (with 16- and
24-track head stacks); Ampex 351 ana-
log 1/4-inch 2-track tape machine; TAS-
CAM DA-88 [2] running with Studer D-
19 converter and Prism Sound
MR-2024T Bit Mapper

DAT MACHINES: Panasonic SV-3900 [2] with
MK 390 remote control; TASCAM DA-30
MKkII

OUTBOARD GEAR: NTP/Neumann 182-100
EQ [2]; Manley stereo tube compressor;
Fairchild Conax 602 broadcast com-
pressor; Altec 436 C compressors [2]; TC
Electronic M5000
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CABLES: Canare Star-Quad; Monster M-
Series

SYNCHRONIZATION: Timeline Micro-Lynx
POWER CONDITIONING: Equi=Tech ET-2R-
F 20-amp units 2}

STUDIO NOTES: Carlos Castro states: The
entire studio goes on location in Anvil
Cases and is geared towards audiophile

recording, using the best vintage and
modern equipment we can find. It's a
nice niche to be in — we're not a huge
truck, but we're also not someone with
just a DAT recorder and a couple of
mics. This is a niche that we believe has
not really been targeted. We are now in
the process of building a dedicated

studio, although we will continue doing
mobile recordings as well.
EQUIPMENT NOTES: Castro continues: My
most prized possession is my micro-
phone collection. A mic is a lot like a
camera lens — each mic has sonic
traits that adapt according to the style of
continued on page 150

PHOTO BY EDWARD COLVER
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AKG Acoustics D25

Now nearing 40,
there’s plenty of
history behind
AKG'S Hard Day's
microphone

MICROPHONE NAME: AKG D25

FROM THE COLLECTION OF: Klay Ander-
son/Klay Anderson Audio

STREET PRICE: Approximately $300 in 1965
YEAR INTRODUCED: 1958

TYPE OF MIC: Dynamic

POLAR PATTERN: Cardioid

FREQUENCY RESPONSE: 30 Hz 10 16, 000 Hz,
+2.5dB

FRONT TO REAR REJECTION: Better than
20 dB

RATED SOURCE IMPEDANCE: 200 ohms
SENSITIVITY: -77 dB (1 volt/dyne/square
cm)

DIMENSIONS: 7 7/8x3 1/16 x 2 1/8 inches
WEIGHT: 1 pound, 12.8 ounces

MIC NOTES: Along with AKG's D12 and
D20, the D25 was one of the earliest
mass-produced cardioid microphones.
Intended for high-quality motion pic-
ture, television, and studio applica-
tions, the AKG D25 found its way into a
multitude of uses for both indoor and
outdoor audio. While the output im-
pedance of 200 ohms was standard, the
D25 could also be ordered with a 60-
ohm or 250-ohm impedance. Even com-
pared to modern-day designs, the D25’s
frequency repsonse is within a very tight
tolerance, essentially flat from 100 Hz up
to 10,000 Hz. AKG's D20 was basically
the same microphone without the
shock-mount frame. Astute EQreaders
might notice that the D25 appeared in
many of the promotional shots for the
Beatles's Ilard Day's Night.

USER TIPS: Used on kick drum, the 25 of-
fers a sound that might be considered
the polar opposite to the response from
amodern mic such as AKG’s D112. When
used up close, the D25 exhibits a slight
rise in the low-frequency response at
around 100 to 125 Hz, giving it a boom-
ing, “hip-hoppy” type of sound, with a
relatively flat midrange. E®
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For mastering digital audio in your
home studio, look no farther.

Sound Forge 4.0 combines professional
mastering tools in affordable software
that's easy to use. The most powerful
editor for Windows, Sound Forge is
packed with processing tools used by
many mastering houses:

- Three equalizers: 10-band Graphic,
Paragraphic, and Parametric so your final
mix sounds good on any set of speakers

- Normalize feature to match levels
between tracks

- Graphic dynamics to beef up your
entire file or Multi-band Dynamics to
compress by frequency range

- Graphic Fade In/Out with pull handles
so you can define the curve yourself

- High-quality Resample to prepare files
for CD-burning

Get the mastering tools you need at a price that
won't bring you to your knees. (MSRP $495)

Bring it on home. With Sound Forge.

Available at Sonic Foundry dealers everywhere.

Madison, W 53703 Tet: (608) 256 3133, Fax: (508) 256 7300, CempuServe: 74774,1340 or GO SONIC, Infemet: sales@sonkfoundry.com. FOUN DRY'
&xter\dqaﬂSomﬁxgeareveg"seredmdanarbolSakaﬂy,mmMmmmmwandﬂﬂmm
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There’s lots of hype these days about PCI
digital audio recording systems. Companies
spend a ton of money on advertising,
claiming future support by a myriad of
different software companies. What are we
supposed to do? We need instant solutions!
Our projects are due now not “soon”.

Emagic, known for it's integrated profes-
sional MIDI, Digital audio and Scoring
software has created a cross-platform, PCi

busmaster digital audio recording card

with 8 discrete outputs for less then $800:

Audiowerk8. Since the product’s launch
last Spring, thousands of users worldwide

have attested to the incredible ease of

installation and use and the warmest ana-

log to digital conversion in the business.
The Audiowerk8 works on both Windows
and MacOS computers just like Logic
Audio, the sequencing software it was

designed to work with from the start.

Version 3.0 of this award winning music
production tool now offers a rich
compliment of real-time DSP effects such
as Equalizers, Filters, Reverbs, Chorus,
Flangers and Delays with up to 8 inserts
and sends per track, depending on

your CPU.

The combination of Logic Audio 3.0 and
Audiowerk8, allows the completion

'of professional production jobs on a very
tight budget.

There’s a whole slew of new features
such as: punch in on the fly, cycle
recording, contiguous synchronization
of audio to MTC and much more.

You can even use 2 Audiowerk8 cards
and get a total of 24 physical audio
tracks and 16 outputs.

Rather than calling a dozen companies
to get a technical issue resolved, make a
single call to a single source and get
back to work. Compatibility and support

problems become a thing of the past.

So what’s the deal? Logic Audio &
Audiowerks, true integration, guaran-
teed compatibility, professional results.
See your dealer or give us a call.

The choice is simple. One company,

one complete solution.




Emagic Inc Emagic Web Site

Tel. +916. 477 1051 /1 @ q
Fax +916.477 1052 P/ L ..’ Jechnology with Soul.
Al rademarkS USRSy SR . P / CIRCLE 14 ON FREE INFO CARD
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Needledrop InThe '90s

hard-disk recording, you can put to-
gether background music that beats
needledrop music hands-down — yet is
inexpensive (and fast) enough to satis-
fy those writing the checks.

For example, I recently recorded a
voice-over for a Web site. While the
client expected that the final result
would be just voice, it sounded pretty
dull without some kind of music back-
ground. What to do? There was no time,
nor budget, to fire up the studio and
start composing.

So 1 did the next best thing (fig. 1):
booted up a multitrack hard-disk
recording program (in this case Digi-
tal Wings for Audio), recorded the
voice, then reached for East-West’'s
sampling CD Traiice Formation, which
contains WAV files just ripe for im-
porting into a recording program. A
few drones, phrases, and arpeggios lat-
er, I was ready to mix down and con-
vert the file to 22 kHz/mono. The job
was done in under three hours, from

Making quick musical
soundtracks for
fun and profit

setting up the mic to e-mailing the file.

There are three popular ways to
create customized background music:
MIDI, hard-disk recording, and a com-
bination of the two. We’ll investigate
the pros and cons of each option. In
any case, one universal consideration
is that if you use any sampling CD,
read the license agreement carefully to
make sure the material is license-
free — it takes just one lawsuit to ruin
your day.

DOIN’ IT WITH MIDI

A MIDI sequencer driving a General
MIDI module makes a powerful musi-
cal team. MIDI sequences are com-
monly available: there are companies
like Twiddly Bits and Beatbwoy that sell
Standard MIDI Files on disk, online
public domain files, and programs
such as Jammer and Band-in-a-Box that
algorithmically generate MIDI se-
quences (under your direction, of
course).

FETTTIE
T |
DR | —

BY CRAIG ANDERTON

Looking for new revenue sources? There
may be businesses in your local area
that need music, such as radio stations,
theater groups, video producers, local
access cable stations, convention orga-
nizers, advertising agencies, and so on.
Unfortunately, these types of business-
es usually operate under severe time
and budget constraints, so they often
opt for “canned” music when sound is
a project’s secondary, not primary, fo-
cus. However, there is a way you can try
to tap in to this market.

For years, “needledrop” music —
vinyl record libraries of generic pieces of
music — provided instant soundtrack
material for those short on time and
money. The name came about because
when you needed something, you just - g
“dropped the record needle” where ap-  [ackid = ‘Time: 29.78|

[Setecttrack to move, - L

propriate, and you had sounds. There
was no need to deal with musicians,

unions, overtime, or studios.

Still, vinyl wouldn’t let you change
the pitch, tempo, arrangement, or mix,
and there was always the issue of surface
noise. But now, thanks to MIDI and

FIGURE 1: Sampling CDs can help you put together music fast, as evidenced by
the simplicity of this project. The first track is narration, the second a sequenced
phrase (note the fade in and out), the next track pair is a white noise drone
(again, note the fades), and track 5 has a couple of arpeggiated figures. The
faders set the levels of some selected piecesof digital audio; the Mixdown track
is @ mono mix of all the other tracks.
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Pro Tools | 24

__The New 24-Bit Workstation from Digidesign

Maore Fidelity ___More Performance

The only workstation with integrated 24 tracks of 24-bit audio per
24-hit A/D converters card - Guaranteed*
More Control

with the optional Pro Tools-dedicated
Mackie HUI controller

M Inf I
Call 1.800.333.2137 ext. 313 today — we'll send you a free Pro Tools video, or schedule
a free demo. Already own Pro Tools? Cali for our special Pro Tools 24 upgrade offer!

* Track count may increase depending on configuration. 24-track performance requires
Digidesign-aporoved system configuration

1997 Digidesign, a division of Avid Technology, Inc. Pro Tools is a registered trademark of Digidesign. All trademarks 3
are the property of their resnective holders. All features and specifications subject to change without notice. A division of AVId
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Once an SMF is in a MIDI se-
quencer, you can change tempo, trans-
pose pitch, and rearrange through cut-
and-paste editing. This is a big
improvement over traditional needle-
drop music, but the tradeoff is that
you're limited to the standard GM in-
strument set, which may or may not
cover everything you need. Still, MIDI
rules for many applications, especially
when you need major pitch or tempo
changes.

HARD-DISK RECORDING AND SAMPLING CDS
This is often the fastest and most con-
venient way to work. Source material in-
cludes sounds you record yourself (like
narration), and other sounds from sam-
pling CDs. These can be either regular
audio (which you can probably “grab”
with one of your computer’s digital au-
dio programs) or files in your comput-
er's native format, namely AIFF for
Mac and WAV for Windows. CD-ROMs
with AIFF/WAYV files are easier to work
with, but less common than audio sam-
pling CDs.

Sampling CDs open up a world of

material — for example, you can fake a
pretty good orchestra with East-West’s
Orchestral Adventures, or put together
Seinfeld-like bass licks with the Will Lee
discs from Sampleheads. Throw a few
overdubs in from Spectrasonics’
Distorted Reality or David Torn’s disc
for Qup Arts, and voila! — instant
soundtrack.

Because many projects are short,
don’tinvolve many tracks, and are des-
tined to play back over a limited-band-
width medium (e.g., radio), the hard-
disk recording program’s requirements
are fairly relaxed. Even some of the con-
sumer-oriented programs bundled with
sound cards are up to the task.

MIDI + DIGITAL AUDIO

This format (exemplified by programs
such as StudioVision, Cakewalk Pro
Audio, etc.) lets you handle anything —
record the narration, lay in a MIDI
rhythm track, then add some digital au-
dio overdubs. Several programs exist for
Windows and Mac that have the features
needed to do quick MIDI/digital music
inexpensively.

Why? It's because BASF is introducing a new adat tape specifically designed to
give you the uitimate performance from any adat system. ADAT MASTER delivers
consistently lower error rates than other brands of tapes on the market —
translating into fewer errors on your critical master recordings. And a

specially constructed ABS shell provides precision tracking and reduces

risk of dropouts caused by static or dirt. A convenient sliding erase-

lock tab provides a simple means to safeguard important masters.

Available in 40 and 60 minute lengths.

EMTEC Magnetics

CIRCLE 11 ON FREE INFO CARD
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Another MIDI + digital audio option
is to drive a sampler with the sequencer
to combine MIDI and digital audio. Even
a sampler with only 4 MB of RAM can
record a 30-second voice-over, with
room to spare.

DIGITAL TAPE

Digital 8-tracks can work, too. Suppose
you're recording a voice-over with a sin-
gle machine: record the voice on one or
two tracks, then cue up sample CDs and
record the bits of audio where appro-
priate. If the audio runs out before you
want it to, fade it out toward the end and
crossfade in from the beginning on an-
other track. As long as the background
is a pad or ambience, you'll be fine. And
if something comes in a little late or ear-
ly, you can always time-shift tracks to
compensate.

ALL MIXED DOWN

In most cases you'll still need to deliver a
final stereo or mono master (possibly at
a couple of different sample rates if
you're mastering for online er multime-
dia), so mixing becomes an issue, espe-

Q)

Distributed in North America by JR Pro Sales Inc. @ Call 1-888-295-5551 for your nearest dealer, or visil our web site al www.jrpro.com
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Gina Digital Multtrack. $499.

install your audio card with absolutely no hassles plug into it via /," jacks mounted in a rugged breakout box
record two audio tracks through the tatest 20-bit 128x oversampling ADCs while simultaneously recording
two other tracks via the 24-bit S/PDIF digital input and playing eight tracks back through state-of-the-art
20-bit 128x oversampling DACs while playing tvo more tracks through the digital out with 24-bit
resolution (Whew!) ° build megatrack masterpieces, tweak them to perfection, and master them to
DAT or CD using your favorite Win: 95 audio software - hear your tracks with: thumping bass, crystai-
clear mids and sparkling highs (frequency response: 10Hz-22kHz, £+0.5dB; THD+n: 0.003%)
and stunning dynamic range (greater than 98dB) do all of the above and still have
plenty of money left over to serve the good champagne at your signing party

Gina“by 2 e = (HoTnes

#® P.O. Bok 4189

So cool, you just might like your computer again. cwetcso S

Check your computer’s digital auaio recording capabilities—download ’ o %o 805865 7771

The ecHO Reporter " system analysis software from www.eventl.com .
?includes multitrack recording/editing software Web- wylr.event1.com
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411UDR

¥ v orvamaery mecamen UDR

One year after stunning the industry with our
411, a 63 cnannel user-selectable UHF system for
under $1000, Azden is introducing the 412UDR,
a full single-space rack receiver with antenna
mounting on front and rear, and with all the great
features and performance of the 411UDR.

Tests in the field around the world have drawn rave
reviews for the 411, with the RF performance and
sound quality being compared to systems costing

up to 5 times more! £HT
Both receivers are PLL synthesized, dual conversion
superheterodyne, true diversity, with balanced and
unbalanced XLR and 1/4” outputs, tone squelch,
output control, and status LEDs. Available with
EX-503M

frequency agile handheld (41HT), or bodypack
(41BT) with a choice of Azden’s world-renowned
omni-directional (EX-503M) or uni-directional
(EX-505U) capsules.
o
CHARGE IT! The 41HT handheld
can be used with either 2 AA

End-user prices:

411UDR receiver $589.00

412UDR receiver $689.00

41BT bodypack $159.50
alkaline, or cur exciusive
rechargeable NiCad battery, and
you can charge it with our optional

AMC-2A chorging station.

AMC-2A

41HT handheld $399.00
EX-503M $25.00
EX-505U $45.00
AMC-2A $150.00

X|AZDEN’

CIRCLE O7 ON FREE INFO CARD

147 New Hyde Park Road, Franklin Square, NY 11010
(516) 328-7500 « FAX (516) 328-7506

E-Mail - AZDENUS@AOL.COM

Azden Home Page: http://www.azdencorp.com
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cially as you add various disparate ele-
ments (GM module, samplers, etc.). This
is where the recording environment’s de-
gree of integration really matters. Mixing
a GM module is no big deal — change vol-
ume with controller changes embedded
in the sequence and patch the stereo outs
where appropriate — but adding digital
audio isn’t always as simple.

A program like Cubase VST, which
does MIDI and digital recording along
with effects and automated mixing, is
truly a “studio in a box” that works well
for this kind of application. However,
even Sound Forge XP can do a decent job
of combining pieces of audio if you're not
afraid of premixing as vou go along. [ also
appreciate Digital Wings' mixdown fea-
ture and Samplitude’s bounce feature,
both of which mix the audio (less any
muted tracks) into a standard WAV file.

With a digital 8-track, one mixdown
trick is to record onto six of the eight tracks,
then mix the six tracks down into the two
unused tracks. You can then transfer
these over to DAT for the final master. This
also gives a type of “automated mixing.” If
there’s a problem as you mix, simply
rewind, reset levels, and punch where vou
want the new mix to come in. Because the
“mixdown deck” and “multitrack deck” are
located in the same physical machine, they
are always in perfect sync, so you can
punch with impunity.

IS IT REAL MUSIC?

I'll admit, I'm kind of a purist when it
comes to creating music; 1 think it’s best
to have real musicians writing and
playing real music. But for some appli-
cations, that’s overkill, or out of the eco-
nomic reach of those financing the
project. | always thought using canned
music was cheating, but as I do more
projects that require background and
not foreground music, my perspective is
changing. Either you meet the time and
budget requirements, or you're off the
project. Needledrop music has always
been a salvation under those circum-
stances, but now you can actually throw
alittle creativity into the process. In fact,
you might even find it’s fun.

Craig Anderton is a recording
artist, lecturer, and author of
the classic book Home Recording
for Musicians, which was recent-
ly revised. He's gearing up for a
new series of seminars called
“Improve Your Demos 100%."



All through the audio industry people are talking. The big people. People like
Humberto Gatica. They know what it means when a truly superior product comes
along. It makes the job casier. It makes the client sound better. It gives the produc-

er a little peace of mind. Humberto has been down the road once or twice; recent

engineering credits include Barbara
Streisand, Celine Dion, Michael Jackson,
“Rod Stewart, Natalie Cole .... you name
I."S : .~ ‘em, Humberto’s recorded ‘em. His

CREDIT LIST lignatp .

Humberto uses the dbx 1608 Stereo

READS LIKE A s ElDe

A RuAn : _' the music industry’s most versatile,

Srobust compressor. With the engi-
MAP TU ' ‘neering on the inside to match the

' ‘ A gorgeous architecture of the exterior,
’

i the 160S almost does it for you.

i _u see, when you publish a dynamic
‘ ange spec of greater than 127dB, and
¥ you trademark a new VCA architecture,
well, you better mean it. Especially when

, your name is dbx. We started the commo-

Photo taken at Westlake Studic D
“After | used the 160S once, | knew | weuldn’t consider doing another project = P FRT T3 heritage that comes with the dbx
without it. It's in the top spot in my rack. dbx has done it again.”

i o name and the 160 family of compressors.
" The 1608 is destined to be the industry
benchmark for decades to come. Again. Visit your dbx dealer today and audition it

for yourself. Humberto did. In fact it sounded so good he wouldn’t give it back.

®
>
®
=
o
®

dbx Professional Products o 8760 South Sandy Parkway, Sandy UT 84070
x Phone (801) 568-7600 = Fax (801) 568-7662
email: customer@dbspro.com ¢ URL: http://www.dbxpro.com
PROFESSIONAL PRODUCTS H A Harman International Company
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i\ls-840! DTlg:)tgl | Mil:z ' Analog

Disital
Eitects & EQ

Waveform
Editing

999 Levels
of Undo

The fact that digital recording is the wave of the future is no simply cut and paste tracks to try ou: endless song structures and
lor:ger z secret. Unlortunately, which format to go with can be. arrangements. Throw in a built-in 12-chanue; mixer with 20-bit
But not for long. Introducing the affordable VS-840, a complcte 64 A/D converters, a full-blown stereo multi-effects precessor, 64
virteal 1zack digital recording studio and the first to record directly virtual tracks with scrubaing ability, and you ve got an unbeatable
to a built-in Zip drive. package at an unbeatable price.

For the producer in you, the VS-840's random access recording Head on over to vour nearest Roland dealer and see where
system zllows you to record a great verse and chorus and then digital recording is headed. It's an absolute no-brainer.

hitp://wiww.rolandus.com  CompuSene’: GO ROLAND  Fax-Back Information: (213) 685-5141, ext. 271 (Doc. #10237)
Roland Corporation U.S., 7200 Dominion Circle, Los Angeles, CA 90040, (213) 685-5141  Roland Canada Music Lid.. 5480 Parkwood Way. Richmond, B.C. VEV IM4, (604) 270-6626

Specificuions subject to change without notice. All trademarks are property of their respective manufacturers.

World Radio History




64 Virtual Tracks

You can record up to eight takes on each of the VS-840's eight
tracks. Record yeur solo over and over on the same track,
keeping the previsus takes. Boumce withoet tear. Comp the
ultimate track. A tetal of 54 virtual tracks are available.

Built-in Effects
. 4 The VS-840 features a world class COSM-bzsed guitar preamp
—_ & tor modeling the greatest vintage tube amggh history. it also
S —— - comes with tigitai Rever', Dalay, Chorug,€0s and much more.

.cb} 1 +
- 1 .
» -
) PS PREe
- 4
- -
w i 7
S ‘a4 o
& g

-
899 Levels

Novs you can edit, bounce and record Wil
mind hecause gath the VS-340
igperations or mistaki

lomega® Zip™ Drive

The VS-840 uses a convenient built-in lomega Zip drive to digitally record
your music, a first for digital multi-tracking. As simgle as a cassette tape,
Zip media is inexpensive, reliable, portahle and available everywhere.

=Roland

VS-840 Digital
Studio Workstation

CIRCLE 7.8.ON FREE INFO CARD
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Mastering Mastering

When it comes to

mastering, we've

come a long way,
baby...

BY AL KOOPER

I think it’s instructive for you to know
how | learned about mastering. It's
also pretty unbelievable as well...

[n 1968, | began work as a staff pro-
ducer at Columbia Records in New
York. I was an admitted rookie and had
plenty to learn. At the time, Columbia
was known to have some of the finest
vinyl pressings on the street. [ would mix
my albums only to be disappointed with
the sound once the LPs got pressed.
What was wrong ?

I asked Dave Rubinson, one of my
colleagues, if he had any clues to my mys-
tery. I1e asked me who mastered the al-
bums. [ said: “What’s mastering?” He
smiled and explained that the music had
to get from the mixed tape to the lacquer
that cut the LPs, and that was a process
called mastering. He said the best guy at
Columbia was Mike Ruschack, but that
you had to request him, because he nor-

mally just did the classical line (the best
pressings, natch). I went to see Mr.
Ruschack and expressed my plight to him.
He suggested that when [ mixed my next
project that I respect zero; that is, to keep
the peaks of the mixes out of the red and
keep a uniform level that never went in
thered. | complied with his request, and
on my next project | followed the mixes
downstairs to the mastering rooms.

The house engineers for Columbia
were all set up in a labyrinth of cubicles.
Each of them, to a man, were sitting
down with their feet up
on tables and consoles,
reading the morning
papers, some smoking
cigars, others drinking
coffee while lacquers
were being cut. This
can’t be right, I said to
myself. I inquired of the
gentleman who was re-
sponsible for master-
ing my project that
morning why he wasn't
monitoring the levels.
“Oh, they've got clip-
pers and compressors
on there for that. It's the
modern age. We don’t
have to do that any-
more.”

This did not sound
right to me.

“Can’t you take
those clippers and com-
pressors off?” [ in-
quired.

“Nope. Against the
rules. They're afraid we'll
blow a cutting head.
Those puppies cost $300
apiece!” he countered. 1
asked him to get his boss
down there ASAP. Mean-
while, I dialed Mike
Ruschack’s extension.
“Mike, are you sure we
won't blow a cutting head if I respected zero
in my mixes?” “I'm 95 percent sure, Al,” he
said. “That really shouldn’t be a problem.”
I thanked him and turned around just in
time to face the head of engineering for
Columbia.

“I want to take out all the clipping
and compressing on this record,”
[ said.

“If we blow

a cutting
head, I pay
for it. Now
there should

be no
reason to
interrupt the
signal path
with all that

crap.”

“Can’t do that, AL" he replied
gruffly. “It’s against company rules.”

“Why is it against company rules?”
I asked naively. He explained about the
cutting heads, and as he did so | reached
into my pocket and pulled out three
crispy one-hundred dollar bills. “Okay,
here’s your insurance policy. If we blow
a cutting head, I pay for it. Now there
should be 110 reason to interrupt the sig-
nal path with all that crap.” A brusque
man, he reached down and grabbed the
three bills. “It’s your crap shoot, Koop-
er. I hope you know what you're doing.
Pull out all the com-
pressors, Ed!" | hoped
Mike Ruschack knew
what he was doing,
‘cause | worked hard
for that money!

They cut the lac-
quer, the cutting head
survived, | got my three
hundred back, and the
album sounded won-
derful.

I bring this up to-
day because the princi-
ples of analog mastering
are still the same. If you
have a flash peak in
your mix, some limiting
or compression has to
be employed during the
mastering of the entire
song. This is one of the
myriad reasons that dig-
ital mastering kicks
analog's butt.

In the Sonic Solu-
tions program, all
peaks appear in red.
One has only to ap-
proach them with the
cursor and tap them
down to zero without
affecting any other part
of the song or program.
That is reason enough
to dump analog mastering if you make
rock records. Every time Alan Tucker
(my current mastering guy) taps one of
those red guys down, I think back to
those guys with their feet up on
the lathes, drinking a cuppa joe,
smokin' a stogie, and reading The
New York Post.

Ain't technology grand? E®



IT’S QUIET, DEPENDABLE AND DOESN’T
NEED A LOT OF ATTENTION. DON’T YOU
WISH YOU HAD MORE FRIENDS LIKE THAT?

THE SERVO 120 REFERENCE AMPLIFIER

Think about it. From one slim rack space, the Servo 120 gives you 60 watts per
channel of clean, dependable power without creating any new problems in your
life. All for less than 200 dollars.

Dedicated to “reference-quality” audio, the 120 features a wide frequency
response of 10 Hz to 100 kHz (-3 dB) and quiet, convection-cooled operation.

The amp’s front panel features individual level controls with LED meters and a
convenient headphone jack with a speaker-disable switch for isolated monitoring.

Built tough, the 120 is housed in a solid steel chassis. Its Bipolar design and high-
quality toroidal power supply ensure consistent performance. Like all of our Servo
amps, thermal and overcurrent protection circuitry is standard.

Servo 120. The kind of friend that’s hard to find. Get acquainted with one soon at
your local Samson dealer.

SAMSON

Fo- more about Samsan Audio, please call (516) 364-2244, fax (516) 364-3888 or write to Samson Technologies Corp.,
PQ. Box 9031, Syosset, NY 11791-9031. Visit Samson Audio at www.samsontech.com ©1997 Samson
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Trina Shoemaker

Making music with this
versatile, up-and-coming
producer/engineer

BY MR. BONZAI

Why are you an engineer?

Because [ wanted to make music, but I
was afraid  wouldn’t be able to make a
living just as a musician. [ always knew
that I could record music hecause [ was
a smart little girl, took the stereo apart,
looked inside the 8-track, and listened
to records with my Dad’s headphones.
As a kid looking at album cover photos,
I already had a concept of studio record-
ing. At 19, [ moved to California to be a

record producer and ended up at Capi-
tol Records as a secretary. But I wanted
to work in that studio and drive that
console. Now that I know how to do it,
I can make my own
records. This has
been alongroad, but
not only can [ make
the records myself
now, I can finance
them, too.

What was your first
professional engi-
neering gig?

I did a Cajun record
for Jean Dubois, and
he did pay me. Be-
fore that, I learned
the initial grace of
engineering from
Hugh Harris, a Lon-
don artist. | had quit
Capitol in 1990,
moved to London, and was working in
a pub. [ met a manager, Tarquin Gotch,
who was managing Hugh Harris and
XTC. He asked me to run his office, and
in the basement was a TASCAM 1-inch
24-track. [ walked in on the artist, Hugh
Harris, and said [ wanted to be an en-
gineer. [ started out punching in his vo-
cals. I went back to L.A. and met up
with Hugh again, who was working
with the engineer Susan Rogers —
which inspired me. [ got a job as an as-
sistant at Dominion Sound in Santa
Monica and took some recording class-
es. Then T packed up my things and
moved to New Orleans, where [ didn’t
know a soul. I got a job cleaning up at

Age: 32

Hobbie: Painting

OCT1TO

B E R 19 9 7

Suspect: Trina Shoemaker

Birthplace: Joliet, lllinois

Occupation: Engineer, Producer, Singer
Residence: New Orleans

Vehicle: 1994 purple Chevy F-10 pickup
Diet Highlights: Sushi and Taco Bell

Selected Credits (P=produced, R=recorded,
M=mixed): Sheryl Crow (R,1996); Amy Cor-
reia (RM, 1997); Victoria Williams (PRM, "
1997); Midnight Oil {RM, 1996}; Throwing 0
Muses (R, 1996); Soul Asylum (M, 1996); Em-
mylou Harris (R, 1995); lggy Pop (R, 1994)

Ultrasonic, one of the old blues studios.
I fibbed my way into some live-sound
jobs with producer George Porter [of
The Meters].

What bumped
you up to top
projects?

I'd done some
demo jobs as a
first engineer
and some work
with Lisa Ger-
mano and Iggy
Pop. I started to
get the sense of
a full-on ses-
sion. A producer
named Malcolm
Burn asked me
record a
group called Gi-
ant Sand. This
was 1994, and 1
was finally the official engineer.

Was progress tougher because you're
a woman?

Not for me, because I have never per-
ceived myself as all that womanly. I'm
as feminine as they come, but I'm tall
and extremely fit. [ was raised by my fa-
ther and I know how to operate in a
world of men. It was easy for me to say,
“I can lift that case.” My physical
strength matched most of the guys and
my intellect was strong. I just moved
straight on through.

But the thing that turned me into
an engineer is my love for music. I can
hear a person’s song and memorize the
form in one run through. Musicians like

IYZNOS 'UN A8 SOLOHd
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that — when they play it once and I say,
“Let’s go back to that bridge section.” I
know what the chord changes are, and
I’'m able to talk musically. I can memo-
rize their lyrics immediately and can
sing them back and guide them through
their tracks. I'm much more musical
than I am technical. I don’t even know
how to demag heads.

How did you hook up with Sheryl
Crow?

I had just left Kingsway as the house en-

gineer in July of ‘95 and she booked the
studio. I walked in to pick up some of
my DATs. Sheryl’s producer had sud-
denly left and I could see that she was
extremely upset. Karen Brady, the stu-
dio manager, introduced me and said I
knew the studio better than anyone.
Sheryl said, “Will you just record me
tonight?” and I said, “Sure.” I set up a
cozy little setup and ran the multitrack
while they were jamming. The song
“Home” was written that night and the

cut on the record is the very first take.
Sheryl said, “We need to start rolling
multitrack because this is turning into a
song.” I told her that I'd been rolling,
played it back, and she was blown
away. She asked me to continue to the
end of the week, and then more in L.A.
and New York.

But you didn’t mix the record?

No, Tchad Blake mixed — and did an
amazing job.

You're back with Sheryl again?

MediaFORM’s CD2CD/PRO is already the industry
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6 CD’s simultaneously, expandable to 24 drives,
and autoloader ready. So how do we top that?
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Yes. Right now I'm going out on the road
and capturing stuff for the next studio
record. We start in October in New York.
What are you doing here in L.A. now?
A record with Victoria Williams — pro-
ducing, recording, and mixing. Making
this record is a very wonderful experience.
Do you have a console preference?
APIL.

Analog vs. Digital?

They're both absolutely necessary. If all |
have is a DA-88, well, I love digital.  don't
really care if it’s analog or digital, because

my sounds are gonna be warm anyway.
Favorite microphones?

Ilove Sony C37A’s, C12’s, Coles ribbon
mics, RCA DX-77, and the Sennheiser
421. But whatever works and is nearby
is the one I like.

How do you mic a ukulele?

That’s funny, I just recorded Amy Cor-
reia, an awesome ukelele player. I used
a Shure SM81.

What would you like Santa to bring you
this year?

A boyfriend.

CHRIS FOGEL - Recording Engineer
‘Live recording situations are unique
in that you get only one shot to get
a performance on tape, and you
have to do it with limited space. My
task was to recreate Alanis
Morissette’s studio sound in a live
recording. I couldn’t use my usual
tube-mic plus 8-rack-space vocal
setup, so | trusted the 2051. With
minimal eq and only slight
compression, | was abie to almost
match her studio sound, all in a
single rack space.*

‘TOM LORD-ALGE - Dual Grammy
Award Winner for Best Engineer
“The indigo EQ2011 equalizer has
given me the abllity to EQ with
clarity, rather than just tone | find it
to be very musical. Any problem
sound ! have come across, | patch in
the 2011 and it gives me the ability
to add depth and clarity."

STEPHEN CROES - Producer,
Arranges, Engineer - Stevie Wonder,
Fleetwood Mac, Kenny Loggins, . . . .
“The Indigo EQ2011 equalizer and
€2021 Compressor are exceptional
- both responsive and fexible. | can
stomp or be subtle - hype a sound
or just detall it. The EQs highs are
especially sweet and the tube
warmth transiates to rich mids and
lows. The compressor design is fast
and friendly, great on drums, per-
cussion and guitar. These are real
tools for any level of music produc-
tion.*

MIC PREAMP
FROM PA2001

Add “warmth and width” to your tracks

with a total of six 12AX7 tube stages run at

150 volts for maximum effect. Separate input and

output level controls enable you to “dial in” the

amount of tube overdrive you desire. Also

included is individual control of 48v Phantom
Power, Phase Reverse and Low Cut Filtering.

COMPRESSOR
FROM Cc2021

s Tube compressors have become an essential

& recording tool and Pro Audio Review
Magazine wrote “I know of no other equipment
in this price range that sounds as good". Also
included is a side chain insert (for de-essing), fully
variable Threshold and Gain Make Up controls and
the 8 segment LED meter displays Sain reduction or
output level.

EQUALIZER
FROM EQ2011

y Tube equalizers provide that “fat” tube

sound and are well suited for smoothing
that “top end edge” present in digital
recordings. The sophistication of the TL Audio EQ
enables you to accomplish this while maintaining
Clarity. In the 2051, the flick of a switch positions
the EQ ahead of the compressor in the signal path.

&
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If you were a musical instrument,
which would you be?

A set of vibraphones.

What's wrong with the music industry?
Nothing.

What do you listen to while you’re dri-
ving?

Lost Goddesses of Country Music.

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

The songs of the slaves in the fields, the
old spirituals of the South.

What is the first record you remember
hearing?

“The Little Drummer Boy."

What did you learn from Tchad Blake?
How unevolved I am.

Is there one album that inspired you to
become an engineer?

Yes, the first Jimi Hendrix album.

Is there anyone you wish you could
record?

Of those that are gone? Billie Holiday.
Alive, Willie Nelson.

Do you have any good business tips?
Return all phone calls promptly.

What was your most absurd experience
in a recording studio?

Victoria Williams stuck her head in the
bell of a Sousaphone and asked me to
record her vocal that way, which 1 did.
What animal do you identify with?
The giraffe.

What is the biggest mistake of your life?
Blind faith.

Any advice for getting a good start as an
engineer?

Decide that’s what you really want and
then just do it.

Have you ever really pissed anyone off?
Yes...

Why?
I'm not sure, but I'll tell you — they were
mad. E@®
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Taking the Hiss Out of Gass

LA-based mix expert Jon
(ass tells how he strives
for vocal perfection and
reveals his admitted
obsession with sibilance

BY RICHARD BUSKIN

“Mixing, to me, is so much more cre-
ative than recording,” says Jon Gass.
“You're actually doing the creating, as
opposed to waiting for the artist to show
up. In fact, I don’t think you even know
how to track music until you've done
quite a bit of mixing.”

How'’s that for a novel idea? Then
again, Gass is a novel kind of mixer, and
one who has forged a considerable rep-
utation on the basis of behind-the-
board heroics that fly in the face of
straightforward balancing or dabbling
with effects. For him, mixing is the most
important part of the record-making
process, and it therefore warrants more
than the mention that it often gets in
producer or engineer interviews.

Babyface, Whitney Houston, Paula
Abdul, Jermaine Jackson and Bobby
Brown are just some of the artists whose
records were recorded and mixed by
Gass between 1985 and 1990, while
Houston and Babyface are also among
those who have since benefited from his
skills as a full-time mixer. The others?
Toni Braxton, Madonna, Boyz Il Men,
Vanessa Williams, The Bee Gees, Kenny
Loggins, Maxi Priest, Aretha Franklin,
David Bowie, Earth, Wind & Fire, Robbie
Neville, Natalie Cole, The Gap Band, and
Smokey Robinson, to name but a few.

THE CHAIN OF HISS

Greatly influenced by the music of The
Beatles as a youth, Jon Gass got his first
guitar at the age of ten and spent most
of his teenage years playing in a variety
of bands around his native Oregon, At
the same time, he was always interest-
ed in recording technology, even if his
personal assets in those days only

stretched to financing a “home studio”
consisting of three cassette decks.
“Those machines helped me to figure
out how to double parts and do over-
dubs,” he now says. “You know, the
‘chain of hiss’! Still, it was just cool to
have stuff doubled and tripled...”

Eventually the cassette decks were
augmented by slightly more upmarket
gear, and then in 1980 Gass relocated to
Los Angeles where he started working at
a small 24-track studio. “That place
charged like $35 an hour for the room,
and I was included in the price,” he re-
calls. “Basically, it was a cheap mix joint
for R&B — they'd cut the tracks at an
even worse studio!”

Over the course of about three-and-
a-half years, Gass learned the ropes of
both recording and mixing, prior to
branching out on his own in 1984 and
working on R&B assignments for Solar
Records. Among the label’s clients were
LA Reid and Babyface (real names An-

tonio Reid and Kenneth Edmonds),
who moved to Los Angeles in December
of 1985, and for whom Gass immediately
began engineering. This would be the
beginning of a beautiful friendship be-
tween JG and the two producers, and
one that continues with “Face” until this
day, in spite of the fact that he and Reid
— once codirectors of LaFace Records —
have now gone their separate ways.

We'll get to the working relation-
ship with Babyface in a minute, but first
we should take a look at Jon Gass's
modus operandi as a mixer. After all,
don’t forget his assertion that, for him,
this affords more creativity than the ac-
tual recording process.

“You can make everything sit in a
different space,” Gass explains. “It’s just
so important. For instance, when Baby-
face comes in to listen to a mix that I've
done or I'm working on, he doesn't say,
‘Wow, that sounds good!’ He's not that
concerned with each sound, but with

THE “S” MAN COMETH: Jon Gass explains how he gets the right vocals during

mixing and how he kills nasty sibilance problems.
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how the mix actually feels. As long as it
feels really good and he wants to hear it
again, that's what's important to me. It
doesn't matter if maybe one little part
that he heard was louder on the demo.
What's that got to do with it? No one else
has heard the demo. It's just got to feel
good; it's got to build the right way and
to have emotion around the singer. Not
every singer has perfect emotion all of
the time. So, if you can build the mix
and create these textures around the vo-
cal, that's really what it’s about. It
helps sales.

“For me, the main objective is to
keep the lead vocal natural and crystal
clear without destroying the band. A lot
of mixers just seem to head for the ‘'tele-
phone’ lead vocal sound, and, sure, that
makes the job really quick, but it won’t
fly with some of the caliber singers who
I work with. Try that with Whitney or
Madonna, and it’s going to be, ‘Have a
nice day. See ya!’

“I therefore start a lot of mixes with
the vocal. If it doesn’t already sound
pretty natural, I'll try to correct that, and
then I'll bring the instruments in around
it. A lot of other people will work on a
mix for hours and not even listen to the
lead vocal, and that amazes me, because
sooner or later it’s got to be there, so you
might as well get used to it.”

CORNERING THE ENGINEER

While Babyface’s engineers vary from
project to project, Jon Gass takes care of
about 90 percent of his mixes. The
usual process is for the men behind the
board to decide on the technological ap-
proach and equipment that are re-
quired in order to realize the artist and
producer’s objectives. However, when
Gass is involved with the project, he
doesn’t hesitate to chip in with how he
thinks things should be done.

“I often corner the engineer and
say, ‘Hey, back down a little bit with the
attack time of the compressor on the vo-
cal. You're clipping it off a bit too
much, so try this..." The producer may
be concerned with the performance and
not thinking about compression attack
time and all that, and the same often
goes for the engineer who isn’t thinking
about the mix that he’ll have no part in.”

Does this attitude lead on from that
line at the top of this interview, stating
that you first need to mix before you can
really know how to record? “Yeah, it was
after I'd been mixing for a year or two
that I started to recognize the frequen-

cies that make things work better on
tape,” comes the reply. “Especially vo-
cals. It’s so important to get it right dur-
ing the tracking, rather than just set up
a microphone, hack it onto tape, and
think, ‘Ah, 'm not mixing it anyway.
Who cares?’ [ have certain microphones
and I'll only record with those; highly
modified Steven Paul mics that sound
beautiful. The top end is the secret.
They're very smooth, very silky, very
breathy, and, any time that you have the
right kind of breath on the mic, you're
half-way home in the mix.”

So, what we have here is the mix en-
gineer telling the recording engineer
what vocal mic he wants him to use?
“That’s right. I mean, with a lot of the
outside projects | don’'t know what
mics they use — I've cer-
tainly learned from them
what not to use! For in-
stance, | hate |AKG] C414’s
on vocals, and [ can usual-
ly hear if one has been
used even before the tape
has been put on the ma-
chine... I can hear it as the
tapes walk by! ‘There's a
414 on that vocal! Oh no?
The problem with that mic
is that the really sibilant
area is right in the mid-
range — the 2 and 3k range
— and the only way that
you can cut out the ‘s’
sounds, which are like
knives cutting through the
tweeters, is to take out part
of that range. That, how-
ever, is where all of the clar-
ity is. It’s just brutal and
there’s no hope. You've got
a long day ahead ot you.”

OBSESSED WITH ‘S’
This brings us to a topic that has virtu-
ally turned into an obsession for Gass —
sibilance! Basically, he can’t stand it, re-
garding it as nothing less than a curse on
a good record, yet it stalks him. He hears
it in people's speech, in their
singing...even his own name can be hor-
ribly abused — “Er, excuse me, is your
name Jon Gasssssss?”

“You know, I'll be sitting on a
plane and be able to hear the S’s of a guy
who's sitting six rows back,” he groans.
“I just want to go back there and hand

4 him some real-time vocal de-esser! I

can’t sleep, I cannot even relax when I
hear that sound. There was one partic-

“I don’t
think you
even know

how to track

music until

you've done

quite a bit

of mixing.”

ular flight back from Atlanta where all |
could hear was this guy’s sibilance. It
was brutal!”

When, where, and why, 1 ask, did
this whole obsession start? The an-
swer: At a mastering session back in
1987, for a record by a minor artist
whose name Gass no longer recalls,
some sibilance had crept into the
recording that Gass himself had no in-
volvement with. He was the mixer and
didn’t consider the problem to be all
that bad, yet during the mastering the
entire track had to be de-essed, and in
the process that also managed to de-
stroy the sound of the percussion.

“I've been obsessed ever since,”
Gass now admits. “I know most listen-
ers couldn’t care less about this whole
thing, but it drives me in-
sane. Basically, the rule is
to keep the S’s at about the
same level as the vocal air,
but the hard part is that
you have to achieve that
without making the artist
sound like he’s just been
punched in the mouth! |
hear records all the time
where people clearly
haven’t got the hang of it;
you can’t make out what
the singer is saying. There’s
so much compression or
whatever that it almost
sounds distorted. So, there
are other people who obvi-
ously don’t like S's either,
but they don’t quite know
how to get rid of them yet!

“On the other hand, I
do remember working on a
song way back where an 'S’
hit right at the same time as
a snare. Now, without the
‘S’ on the word, it changed
the meaning of the song, but I couldn’t
get the ‘S’ loud enough because the rat-
tle of the snare just wiped it out. There
was nothing I could do, and it was kind
of tragic actually. The only thing that re-
ally could be done was to just roll the top
end off of the snare...”

In this particular case, maybe Gass
could have done with a re-esser instead
of a de-esser. “At this point I'm really
into sidechain de-essing, where I just run
acompressor in the sidechain mode with
an EQ on itand pump up the tfrequencies
that are bad. There’s a way of doing that
on the SSL that is really excellent.”

Gass aiso happens to think that the
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Sy 6701 Bay Street, Emeryville, CA 94608
= 510.652.2411 Fax: 510.652.5075
Internet: www.nadywireless.com
Nady's rugged, all metal HT-1 transmitter (shown actual size)
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SSL itself is really excellent, having uti-
lized it as his mixing console of choice
for the past 11 years. “Back in ‘90 some-
body gave me a hard time and said that
he really wanted me to do a certain mix
on a Neve,” he recalls. “I asked why and
he said, ‘Because you can’t get any bot-
tom out of an SSL." Well, just a couple of
months before that I think there were 22
songs that | had mixed on the R&B
charts all at once, and so when this guy
made that statement | got so mad that
I raised my rates to everybody! ‘You
can’t get bottom out of it, right? Okay!
It really doesn’t have anything to do with
the board as to whether or not you can
get bottom. What would even possess
somebody to think such a thing?"”

I’VE GOT YOU, BABE

Jon Gass often does his mixing at Bran-
don’s Way in Los Angeles, where he sits
behind an 80-channel SSL 4080 G Plus
board with Ultimation, and likes to mix
very quietly on JBL monitors and Yama-
ha NS10’s.

One of the more recent tracks that
Babyface and Gass have worked together
on as producer and mix engineer is
“Mama,” a ballad from the soundtrack to
the movie Sou! Food, featuring the har-
monizing vocal talents of Boyz Il Men, to-
gether with drums, acoustic piano, Fend-
er Rhodes, synth strings, and electric
guitar. A fairly straightforward song to
work on, it nevertheless points up the way
to how Gass likes to focus on vocals, which,
in this particular case, took up a total of ten
tracks: four leads and six harmonies.

“I was chiefly concerned with get-
ting the vocals to feel as full as possible
while still being able to hear the instru-
ments,” he says. “The first thing that I
did was push up the lead vocals and
check what the main problems were go-
ing to be. These amounted to a lot of dif-
ferent sound changes and vibe changes,
being that certain parts of each section
had been recorded at different times. So,
one line might be kind of a warm, close-
miked sound, and then the next one may
be a more distant, much thinner sound.

“The other thing is that the lead vo-
cal on this track switches between three of
the singers, so once I found the key to one
lead vocalist, my work wasn’t over in that
respect. | had to figure out how to smooth
out the sound between three people. Split-
ting to different tracks and re-EQ'ing each
of the sections so that they still sounded
really warm was the hardest part, and for
that t used a ton of outboard gear.

“My favorite EQ gear is the Avalon
2055. It’s untouchable, and I can say
that while pointing out that I'm not
sponsored by them! Even hardcore
users of other kinds of EQ that have used
the Avalon have said how much they like
it. Basically, you can get inside of any in-
strument, no matter how it has been
recorded, and you can fix it or pull out
what you don’t need. It’s just extreme-
ly accurate and has a very fine Q. You
can go extremely narrow with the EQ
band when you're searching for things.
For instance, 1 like to go either +20 or
-20, and then search with the frequen-
cy device and maybe try to find what I'm
looking for. Well, you can be adding or
taking out a lot, and these EQs are still
very, very musical. Very expensive, but
worth every penny.

“In terms of the other outboard gear,
[ used 30 different channels of compres-
sion — insane! These included Avalon,
Summit, Tube Tech, Teletronics, and
UREI 1176's and 1178’s. All installed in
the room here [at Brandon's Way] —
along with a bunch of dbx’s that I don't
use. I'm really spoiled here, especially
having 1176’s and 1178's for instru-
ments, and then the Avalons and Sum-
mits for the vocals. Sometimes | might re-
verl 1o tube compressors instead of the
Avalons, which are pure Class A, and on
one of the guy’s vocals on “Mama” |
couldn’t get the EQ that I was looking for
without going to a tube.

“This room is packed with gear, and
my poor assistant, Kyle Bess, has to
write a book at the end of every song for
all of the recalls! I use tons of outboard
gear and sometimes it doesn't sound
like I'm using any. I might use 10 or 15
different reverb delays in the mix, but I
don’t really use ‘long hall’ or any of
those types of ‘verbs. They're all either
real short or a chorus, and I use them to
create space without destroying the
track with EQ. That would be the last
thing I'd do. I'd rather create a little vibe,
and that’s not down to training, but just
a musical way of mixing. That way it’ll
sound good at home, because I'm not
trying to squeeze things so hard.”

THE PERFECT BOTTOM
Gass likes to start introducing the in-
strumentation fairly soon after he has
played around with the vocals in order
to see how far he will have to go to make
everything fit together. In a practical
sense this means ascertaining what is
continued on page 150
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The Artist as Studio Owner

To fight rising
production costs, record
companies are looking
to set up artists with
studios of their own

BY SCOTT RUBIN

Any artist, producer, or writer who has ever
spent time in a commercial recording stu-
dio knows how difficult it is to be creative
under constraints. Stumbling blocks could
bein the form of time, money, or anything
else that could hinder the creative process.
Frequent checks of the clock as the engi-
neer rewinds the tape for a 37th pass at a
vocal overdub make most people in-
volved with the project panic. Although
some artists in the industry thrive under
such conditions, most would rather or-
chestrate their ideas in a different manner;
in more familiar surroundings.

With budget trends in the music in-
dustry spiraling downward due to dimin-
ishing record sales, labels have started to
find a way to control studio costs without
hindering the creative process of their
artists: Production setups for artists. Of
course, for readers of this magazine, this is
no surprise, but for some record company
execs, this came as eye-opening news.

Taking a look at how the purchases
of equipment are laid out in their con-
tracts, artists usually have equipment
purchases built in as part of their record-
ing budget that are fully recoupable by
the label. In other cases, some artists are
getting the labels to purchase the gear
outright for them. Though fully re-
coupable, the purchases don’t affect the
traditional recording budget.

When a portion of the recording
budget goes to the artist for purchasing
equipment, they can then spend count-
less hours on a seemingly simple chord
change in the comfort of their home or
rehearsal hall. It's not a new concept,
but with more frequency, labels are
signing artists who have the ability to
not only write material in the tradition-

al sense, but artists who can record and
organize it as well. Of course, being a
great writer doesn’'t mean you can
record the guitar part you've written.
With that, a delicate balance has risen
out of the ashes from demo tape hell.
While some artists strive to record as
much as possible at home via hard disk
or digital multitrack, others are just
looking to draw a picture of the song
and have it as together as possible by
the time the studio clock is running.
A current case in which labels are
getting more involved in guiding their
artists through project studio set-up is
taking place at the Universal Music
Group. A few newly signed artists at the
label have had portions of their deals
structured to include equipment pur-
chases. It seems as though most pur-
chases run between $3000 and $25,000.
Yet, that is not always the case. “We are
currently doing a deal with a band
from the UK. who are looking for

$50,000-$75,000 [for equipment],” says
senior VP Jocelyn Cooper-Gilstrap. The
idea in such a case would be for the
band to do as much recording in-house
as possible, then go out to do overdubs
and mix. “If you’ve got your own equip-
ment, you can sit home and write with-
out constraints. It’s very important for
the artists that I work with to have that
ability,” states Cooper-Gilstrap.

Of course, good gear alone does not
amake a great recording. “Anybody can
afford a decent mic and a preamp, but
it’s more a factor of the environment
while creating,” says producer Bob
Power. A huge proponent of prepro-
duction, Power makes it a rule when tak-
ing on projects. “My artists never create
their records fully in a commercial
studio. It can tend to be a waste of mon-
ey and ] try to have them realize that
money spent foolishly on exorbitant stu-
dio fees comes out of their pocket in one
way or another,” Power comments.
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WHAT'S NEW WITH WU?: Loud Records, Wu-Tang Clan’s label, helped the
group finance their new project studio.
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Randy Siegmeister,
Production Manager - Touring
Special Events for Maryland Soui

When it comes to choosing microphones; S
Randy Siegmeister relies on years of
touring experience as house engineer ft
top performers like Mariah Carey,,
Daryl Hall & John Oates, Roberta Flagh;
Juice Newton, andAnita Baker.  J
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His choice of the CAD E 100
Servo-Cendenser, super cardioid
microphone on kick drum hasjyielded
phenomenal results... just ong of

the many applications the B100 handles,
delivering superior perfarmance.

With extraordinary extended low-end
response, extremely stable ballistic
capability and wide bandwidth, the E 100
provides a detailed and transparent audio
image of the sound source, well beyond
any other microphone at its pricépeigL.
Whether you're in a studio Os0n stage,
the E 100 will produce excef
reproduction of vocals, acousti
stacks and of course... percussion.
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(AD microphones - found in studios and on stage with major tours in veaues worldwide. 1-800-762-G266. e-mail cti_audio@msn.com
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With access to the Age of Informa-
tion, some artists and writers are quite
versed in the area of recording technol-
ogy. With the use of video, the Internet,
and an overall need to “do things my-
self,” some artists today know more
about the recording process than certain
producers. Where once creating the
perfect guitar riff was the highest level of
achievement, nowadays artists like to
record that part on tape as well.

Caleb, an artist on Universal
Records, finds the whole process of
recording and creating to be invigorat-
ing. “The demos from which I got
signed were basically done at home. In
my case, I will try to do as much record-
ing at home as possible,” says Caleb.
Unless there is a magnificent vocal
performance, Caleb plans to dump as
much material from home at the studio,
then cut vocals and mix. “I would imag-
ine that most writers or artists would
want to have a certain amount of gear.
If you get an idea at four in the morning,
you can just hit the switch and be off
from there,” says Caleb.

It is widely known around the in-

dustry that Alanis Morrisette producer
Glen Ballard recorded most of her debut
LP, Jagged Little Pill, in his own apart-
ment. Though armed with plenty of to-
day’s top equipment, Ballard worked off
the creativity that he and Morrisette for-
mulated while writing together. Some 15
million records later, one can see that
studio time is not always a necessity for
creativity. In some cases, the prepro-
duction setup for an artist can be as lit-
tle as $2500. Many hip-hop and R&B
tracks can be done mostly in-house,
since the basis of the genre is keyboards,
drum machines, and/or sampling.

At Loud Records, home of The Wu-
Tang Clan and Mobb Deep, Matt Life, di-
rector of A&R, wants his artists to put their
songs together before they hit the studio.
“My feeling [of preproduction] is that it’s
best for just the track. It should be a
sketch of the song,"” says Life. Citing a bal-
ance between writing/recording at home
and in the studio, Life states, “The more
time you spend on something, the better
you get. If an artist isn’t all that knowl-
edgeable about equipment, the best way
to learn is by doing it over and over.”

Making reference to successful records
done at home, Life says, “RZA did the
whole Raekwor record for [Loud Records]
in his project studio.”

As technology brings new and eas-
ier-to-use products, advances in record-
ing will continue to allow artists to cre-
ate more in their own project studios and
eventually use that material in the final
mix. Those artists who wish only to use
the project studio for creativity eagerly
do so, most often with their labels’ con-
sent and encouragement. Record com-
panies are forever on a search for new
and more effective ways to cut costs, and
having an artist hand in material before
spending time in a costly commercial
studio is such a way. Spending less time
in those studios is another. Labels love
artists that are self-contained; who don't
require a big-name producer. Hiring a
name producer costs money and takes
away from profits. An artist who has a
production setup can look forward to
many hours of uninterrupted creativity.
In addition, it probably will make the
recording process easier, with less jagged
pills to swallow.

BASF is introducing
a completely new DTRS
MASTER tape that is
specifically designed to give you the ultimate performance
from any DA-88 compatible digital audio system. DTRS
MASTER delivers consistently lower block error rates
{BLER) than other brands of tapes on the market —

translating into fewer errors on your critical master

recordings. BASF's specially formulated metal powder

tape and super smooth surface prolong head life and

stand up to the repeated shuttling and playback required in

professional audio applications. A specially constructed ABS shell provides

precision tracking and reduces risk of dropouts caused by static or dirt.

Available in 30, 60 and 113 minute lengths.

©

EMTEC Magnetics

Distributed in North America by JR Pro Sales Inc. @ Call 1-888-295-5551 for your nearest dealer, or visit our web site at www.jrpro.com
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Putting together a complete professional studio used to be
complicated and expensive. Until now.

PARIS™ is everything you need to record, edit and mix 24-bit digital audio
in an easy to use and affordable package.

PARIS integrates massive DSP power, expandable interface options, a dedicated control
surface, and fast, intuitive software into a complete 128 track recording studio.

PARIS features:
o Plays 128 Tracks « Real-Time Effects and
Parametric EQ
« Open Plug-In Architecture
« Expandable 1/O

¢ 24-Bit System
« Dedicated Conrrol Surface
o Cross Platform Compatibility

ENSONIC
s
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PARIS — Professional Audio Recording Integrated System o ENSONIQ Worldwide Headquarters © 155 Greot Volley Parkway © P.0. Box 3035 Malvern, PA 19355 ¢ USA
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IT’S IN THE CARDS
esigned for professional production
D and editing environments, Antex Elec-
tronics’ StudioCard AV Pro is a 32-bit
memory-mapped board for broadcast, film,
and multimedia soundtracks. The Antex Stu-
dioCard AV Pro utilizes advanced delta-sigma

oversampling technology with linear phase
response (o achieve 95 dB (typical) of dynam-

ic range at less than 0.003 percent total har-
monic distortion with 20 dB of headroom. The
card also offers advanced synchronization for
nonlinear digital video editing, the ability to
read and write SMPTE (LTC and VITC) and
MIDI timecodes, a digital mixer, and bal-
anced analog I/0s with XLR connectors. The
Antex StudioCar