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D16

Recording
Studio

WE PUT THE TECHNOLOGY AT YOUR
FINGERTIPS, AND THE COST WITHIN REAGH.

AW S W ¥ TRY T Y T B T R W
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GET YOUR HANDS ON THE INDUSTRY'S MOST
INTUITIVE DIGITAL RECORDING TECHNOLOGY.

THE D16°S EXCLUSIVE TOUCHVIEW INTERFACE
MAKES NAVIGATING THROUGH THE RECORD-
ING PROCESS A BREEZE.

©2000 Korg USA, 316 S. Service Rd., Melville, NY 11747. For the dealer nzarest you: (860) 335-0800. www.korg.com
To receive more infarmation via Faxback call: (516) 393-8530, doc #4103.

The D16 is an all-in-one 24-bit
multi-track recorder that provides the
ideal music production environment.
Packed with a full complement of profes-
sional studio essentials, the all-digjtal
D16 boasts a 24-channel mixer, up to
16 tracks of uncompressed recording/
playback, a full function EQ, and Korg's
new REMS™ effect modeling tech-
nology. All in an amazingly compact and
affordable package.

Plus, the D16's exclusive touch-
sensitive TouchView™ interface lets
you take full advantage of its shamelessly
deep programming, putting the world
of digital music production at your
fingertips. And, at $2,399 the price is
well within reach.

CIRCLE;14-ON/FREE-INFO CARD

D16 FEATURES...

* 16 track playback/up to 8 track
simultaneous recording

* 44-bit effects including 8 insert, 2
master & one final mastering effect

* REMS modeling effects
* TouchView touch sensitive display

* No data compression (24-bit A/D &
D/A conversion with oversampling)

+ Time compression and expansion

* CD burning (CDR drive required)

* SCSI for add’l recording time & backup
* 32-bit digital mixer

* Virwal tracks (up to 112)

* Dual XLR inputs & direct guitar input
« Expression pedal input

* Built-in tuner & mic

Super sonic.
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40 Min.

BASF’s Formatted ADAT Master saves you time and head wear.

Now you can get the world's best-performing ADAT Master already formatted—saving you time in the
studio and wear and tear on your ADAT recorder head. BASF's Formatted ADAT Master lets you
record to ADAT immediately, without having to format a master tape.
PLUS, get all the benefits of an ADAT tape designed for ultimate performance:

B consistently lower ervor rates than any other major brand on the market;

B specially constructed ABS shell providing precision tracking, virtually eliminating
dropouts caused by static or dirt;

B convenient sliding erase-lock tab offering a simple means to safeguard your masters.

Formatted 16-bit ADAT Master tapes compatible with all ADAT Type | 16-bit recorders.
Formatted 20-bit ADAT Master tapes compatible with all ADAT Type Il 20-bit recorders.
Available in 40 minute length.

EMTEC Magnetics © EMTEC
EMTEC Pro Media, Inc. (¢°) US 1-888-295-5551 Canads 1-800-817-4478 or visit our web site al wew.gmiec-usa.com
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IN AN EFFORT TO AVOID ANY MULTI-FUNCTION COMPARISON TO THAT
OF A SWISS ARMY KNIFE, WE HAVE ELIMINATED THE TOOTHPICK.

<120 d8 SPi

1.0% (100Hz - 10kHz @ [M). Response: +2 dB (1/3 oct. swept noise): 98Hz - 20kHz @ 1M, 93Kz - 20kHz @ 2M. -6dB LF cutoff: 80Hz

(in-room response). Monitor Dimensions/Wgt: 9°h x 5.7°w x 7.3"d, 14 lbs. Monitor Enclosure Materials: Cast aluminum/zinc alloy body, mico-filled polypropelene baffle

-10, +4, d8. listening proximity: near/mid-field. Auto Power: On/0ff.
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Tweeter: 1° soft fobric dome. Magnetic Shielding: Full. FEATURES/CONTROLS: Conneclors: Input: XLR, IRS, RCA.

Contrals: Input sensitivity:

5

SPECIFICATIONS: Amplifier power: 75W continuous rms/ch, 150W (100ms peak). Peak acoustic output: 111dB SPL (100 ms pink noise @ IM). Residval hum/noise:

(A-weighted @ 1M). THD @ 90 dB SPL:

O The comparison would have been flattering, however, the M-00 is worthy of high praise on its own merit.
M- O Not only is the M-00 extremely versatile, articulate and accurate, it delivers tremendous output, along with
surprising bass and clarity for a monitor of any size. And while the #-00 is built to the construction standards of a polar ice breaker,
its compact nature makes simple duty out of schiepping it from one session to the next. And because the M-00 is magnetically
shielded, it is ideal for use with PC based workstations. Further, it is sold separately so you can easily gang i

together 5.1 systems or daisy chain up to 10 M-06's per channel for fixed installations. As for the toothpick, all

considered, we simply figured it was something you could learn to live without. ww w.nhtpro.com

Professionol Audic by Vwrgance Technology NHT 1s o regrstered tradimari of the Recoto Carporotio
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Actual unit is 13" wide and will not fit in your computer drive bay.
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Upgrade Your 600 MHz

10 96 kHz

Introducing the world’s first professional tube mic pre

PHASE

with dbx’s proprietary Type IV™ conversion using the latest high-end A/D converters

and l 24-bit, 96|(HZ| all standard. The 386 also features our owr TSE™

technology, which preserves the qualities of analog so you can take your signal szraight

to your desktop without sacrificing warmth. And taking the signal straight to your

digital work station also means you ne longer have to buy a separate converter box or u h P Fe
rely on your sound card converters. |

what els we packed into the 3867 For starters it includes features you

would demand from a high-end mic pre such as:

* +48Y phantom power

* 235V tube plate voltage

* Phase invert switch, and low cut filtering

¢ Selectable sampling rates of 44.1 kHz, 48 kHz, 88.2 kHz, or 96 kHz
* Selectable dithering and noise shaping

¢ Separate analog and digital cutput controls

¢ 12 segment LED meter for monitoring your analog or digital levels
* Convenient front panel instrument input jack

* Rear Panel mic and line inputs and outputs, word clock sync input

and output, and both AES/EBU and S/PDIF outputs
How much would you expect to pay for a mic ;Jr'e with all these features? A x
' L

tnousand? Eight hundred? Less than six hundred? YOU're gemng warmer.
PROFESSIONAL PRODUCTS

Visit www.dbxpro.com to find out how you can upgrade your home workstation to
H A Harman International Company

96kHz for under six hundred pucks (and while you're there register to win some free stuff}.
__ www.dbxpro.com
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Audio Mile Markers
Should old technologies be forgot. ..

The year 2000 is not the beginning of the New Millennium, but rather the end of the cur-
rent one. Nevertheless, when life’'s odometer registers more zeroes than other digits, it's
hard not to reflect...

I did not attend the '99 AES convention (in order to assist in the process of human
replication), but in September I asked readers to be my eyes and ears. Through that vir-
tual grapevine, I found that most people were not impressed [by the new products}, as if
the achievement of more bits and samples — 24 and 96,000, respectively — was no big deal.
We must be jaded folk not to fully appreciate the ability to apply EQ and dynamics, etc.
— in real time— to each sample with no glitches, all within 1/96,000th of a second!

Because the digital revolution has made major advances about every 18 months or
50, we've come to expect the next big thing around every corner. For the purpose of mak-
ing a point, however, let’s equate one digital year with one human year and say that
“acceptable” digital recording has existed for approximatety 20 to 25 years. ('m includ-
ing some of the R&D prior to the availability of commercial products.)

At age five, one year was 1/5th of your life, a time when nothing happened fast enough.
At 25, that same year is 1/25th of your life. Once leaving college and becoming more ab-
sorbed by the routine of day-to-day adult life, each year seems to march (or groove) to a
slightly faster beat as you are less aware of time. Ever notice how your parents always com-
plain about how fast time flies? (And some of them are retired.)

In the 16 years since I first heard a mass-produced compact disc, we've gone from
straight 44.1 kHz sampling to oversampling, never mind the price drop that makes record-
ing to CD not only affordable but remarkably reliable. (No recording medium is perfect,
so never put all your digital eggs in one basket.) Few newcomers to our industry will re-
call the Sony 1630 editing system — which included two, 3/4-inch, U-MATIC VCRs. Now,
for the price of creating a “glass master,” which is used to mass-produce CDs, you can buy
a stand-alone CD recorder.

Modern mass production techniques have reduced the body count in manufactur-
ing facilities, which, now more than ever, are separate from the corporate offices where
marketing and product support are based. (When I worked at MCI in the '70s, all of the
work was done in-house, from metal work to board stuffing, design to product support.
The only thing that hasn’t changed is that most vacuum tube products are still, predom-
inantly, handmade.)

Affordable high technology comes at a price. At that critical moment of need, we reach
for the phone expecting a human being with an instant answer, but that is rarely possi-
ble. In exchange for letting the genie out of the lamp, we've had to learn patience. Rather
than wasting time in a telephone queue, however, I highly suggest the more practical e-
mail approach to hunting and gathering information (when attempting direct contactwith
a manufacturer).

Each day, the common thread of my e-mail is clear. “Eddie, thanks far your articles
in EQ and on the Web. Why don’t manufactures’ Web sites contain as much useful in-
formation?”

For the past two decades, we've all been on a major learning curve — users and man-
ufacturers alike. Manufacturers have been quick to learn production efficiency but slow
to take advantage of the Web as an efficient way to disseminate information. We simply
can’t expect one customer service person for every product sold, but if the technological
straightaway is coming, we can expect products that are more self-explanatory and more
consistent out of the box. Thatwould be an acceptable explanation of a slightly less-than-
spectacular AES show.

What would you realistically like to see in the next 18 months? I am looking for a lit-
tle sonic maturity — all around — in terms of user-friendliness (the physical ‘nterface), man-
ufacturer responsibility (the spiritual interface), and consumer awareness (the human in-
terface, a.k.a., feedback, to complete the circle of knowledge). Lddie Cilerti



Why sound flat...

PHOTOS OF JEFF BY SEAN DUNGAN

88.2/96 kHz FeATURES APOGEE'S ROSETTA:
INCLUDE SINGLE & DOUBLE- Supers 24-8r A/D
WIRE AES pLus Bir-spLITTING CONVERSION WITH
TO YOUR MODULAR AES, ADAT, TDIF &
DiGmaL Mutrrrack! UV22® ror perrcT 16-8m DATs & CDs!  Sort Limm® For 4-6dB HOTTER SONGS!  S/PDIF INTERFACES!
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Apogee, UV22
and Soft Limit are
registered trademarks
of Apogee Electronics
Corporation. Other
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of their respective ovmers.
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AroceE ELECTROMICS CORPORATION, 3145 Donald Douglas Loop South, Santa Monica, California 90405-3210, USA. ELECTRONICS
Tel: +1 310/915-1000 Fax: +1310/391-6262. Email: info@apogeedigital.com. See our Web site for full details and local dealer info.
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DO WE OFFEND?

I receive your magazine monthly. My of-
fice is in my home where magazines are
available for reading. I find the word
“slut” extremely offensive and certain-
ly inappropriate for the cover of a trade
magazine. I assure you that I am no
“goody two-shoes,” as I have been in the
music business all of my life and have a
less than stellar vocabulary. It is com-
pletely inappropriate, unnecessary, and
cheapens the quality of your magazine
to use words with such an offensive
connotation.

It is my opinion that your magazine
would be better served by keeping
locker room language off the front cov-
er. Our language is so rich with words,
why go down in the gutter describing
someone’s addiction to equipment.

Steven Durr

President

Steven Durr & Associates, Inc.
Nashville, TN

MENTOR: THE FRESHMAKER

[ am sitting here on a retreat after the
New York AES in the beautiful hills of
Tuscany, Italy. I just read the October
'99 editorial and had to let you know
how much I agree with Hector La Torre
and Eddie Ciletti about the value of
mentoring. Eddie is a really great guy
who has, in the past, come to my rescue
via mentoring.

I feel it is my duty to add that there
is a formal/informal forum where men-
toring happens all the time — between
studio owners, engineers, managers,
maintenance people, and, yes, manu-
facturers. It’s called SPARS (Society of
Professional Recording Services).

SPARS is a non-elite group of pro-
active people who care about their work
and their industry. Its members freely
share all sorts of information, ideas,
problems, etc. There is a wonderful
camaraderie and pride among the mem-
bership. We appreciate the most valu-
able asset of this industry — its people.

There is also an invaluable synergy
within SPARS between studios and
manufacturers, where both sides listen
to each other’s needs.

As a studio owner/engineer, I have
found solutions to problems from other
guys who were there already, thereby
saving myself crucial time and money.

The SPARS membership is people
like you and me, with sleeves rolled up,
working every day doing what they love

best — recording audio. And by sharing

their love and knowledge — by mentor-
ing — they create a stronger industry.

Fred Guarino

President, Tiki Recording

Director, SPARS

EASY READING

A hearty congrats to Mike Sokol for ex-

plaining the differences between

AES/EBU and S/PDIF in the October

issue. This is absolutely the first time

[ have seen it explained so under-
standably!

Wally Knapp

Custom Recordings

Ellicott City, MD

BEAT THE RAP

Al Kooper, you are hereby charged with
the following crimes of “enhancing” a
musical performance: mic selection,
preamp selection, EQ, compression,
gating, limiting, reverb, amp selection,
speaker selection, speaker placement,
acoustical design, and mixing. Don't
whine about how justifiable your en-
hancements are — screaming singer,
square brick room, etc., or how your en-
hancements are acceptable and others
are “crimes,” — you are guilty of trying
to create the best possible performance.
Any activity you engage in, other than
selling tickets, is an attempt to improve
the experience and your only hope is to
throw yourself on the mercy of
the court. Hope you get the cell next
to mine.
Real Audio Policeman,
Larry Fisher
Huntington Beach, CA

[Al Kooper responds: I'm sorry you missed
the point of my column, but I appreciate
the spirit in which you replied. The gist
of what I was saying is — let’s leave the
sound of the studio for recordings and let
a live performance show who the
men/women are and who the boys/girls
are. In the old days, you'd go see a band
that had a #1 record and there would al-
ways be the possibility that they would
suck live. That would tell you that the
producer had more to do with the success
of that record than the artist. That was
good information, Larry. Muddy Waters,
Howling Wolf, Cream, The Cars, and
even Janis Joplin didn’t have an engineer
intent on removing every possible flaw
from a live performance. They were just

DECEMZBEHR 1 ¢ 69

trying to take the raw performance and
beam it out to the fans in a louder way.
And, personally, I have never used gates
or tricky reverbs live — it dilutes the live
experience. If the object is to soynd “just
like the record,” then the audience is ad-
vised to stay home and listen to the CD.
The price of the concert tix, parking, re-
freshments, and the possibility of being
the recipient of projectile vomi®ng make
the trip to the concert hall questionable
to hear it sound “just like the record.”
Viva la difference!)

HOLE IN TWO

In the Aug. '99 issue of ET), Roger
Nichols mentioned that “nobody makes
a one-hole-to-two-hole converter box.”
This is not quite true. dB Technologies
makes units that will handle both I/0
formats. Apogee is modifying their
PSX-100 for dual-format operation as
well. And, while not a stand-alone con-
verter box, Sonic Solutions’s BonicStu-
dio HD production system is equipped
with both double wide and double fast
AES interfaces. That product began
shipping in 1997!
Oliver Masciarotte
DVD-A Services
http:/iserieschal.net

CORRECTION

In the November issue of EQ, the side-
bar on the D8B console V.3 /operating
system said that the cost of the system
is $99, when, in actuality, it is free. Also,
in the Product Views section of the same
issue, the Akai AMX10 phoio was run
with the Digitech Vocalist VR copy. Both
products are run with their correct im-
ages in this issue. We apologize for any
confusion we may have caused.

WRITE TO US

EQ magazine likes to get your
thoughts, opinions, and gifts.
Send them all 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



MASSIVE PASSIVE STEREO TUBE EQ

MASSIVE PASSIVE
STERECG EQUALIZE=

A PICTURE IS WORTH A THOUSAND WORDS...
Perhaps, but would photographs of our
Variable Mu or VOXBOX have created their
successes alone?
You have to hear this gear. You have to use
this gear. Put your hands on the knobs and
crank ‘em.
Engineers who have already gotten hold of
the MASSIVE PASSIVE have told us: “Why
does it make everything sound so much
better?”, “It’s organic and orgasmic.”, “It’s a
f%t#tking powerhouse.”, “It's unlike any other
EQ.”, “This is IT. The sound I've always dreamt of
but couldn’t ever get until now.”

GOT THE PICTURE?

220 - 10K 560 - 27K
800ST SHELF BOOST SHELF

o 3
CUT

BELL

25
I
6—:4

0 d8 20 I 0
BANDY/IDTH BANDWIDTH

M\

FREQUENCY HZ FREQUENCY HZ
x "° w2 ax7 32 sxs
680~ \KS "8« w2
S
470~ K7 1 wa- 2K
A 3307 T K8 Y A
220 10K

Craig ‘HUTCH’ Hutchison designed these

monsters... The MASSIVE PASSIVE

is a two channel, four band equalizer,

with additional high pass and low pass

filters. “Passive” refers to the tone

shaping part of this clever new EQ

design not using any active circuitry.

Only metal film vresistors, film

capacitors and hand-wound inductors

scullpt the sound, kinda like a Pultec EQ

on hyper-steroids. Super-beefy, hugely-

high-headroom Manley all-tube make-up

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

Contact us for your nearest authorized MANLEY dealer.

MANLEY LABORATORIES, INC.
13880 MAGNOLTA AVE.
CHINO, CA. 91710 USA
TEL: (909) 627-4256
FAX: (999) 628-2482
emanley@manleylabs.com

http://www.manleylabs.com
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|Eddie Ciletii has been busy fielding
readers’ questions through his Web site
(wwiw.tangible-technology.com). Many
of them have broad applications, so from
one reader’s e-mail to all our readers,
here’s Eddie’s advice...)

DIY DUO

My studio partner and I built the
Altec mic preamp you detailed on
Eddie Ciletti's Web site. We used Bauer
transformers, making a few modifica-
tions to the gain control circuitry. It is
now one of our favorite input devices.
Since you seem so well informed
about a variety of vintage pieces, do you
have a copy of a Pultec or Lang EQ
schematic? I've searched the Web and
Sfound only one place that has it: Pat’s Tube
Schematics. However, there is a cost in-
volved there. How much I don’t know, but
it seems to indicate a substantial one. I
don’t know if that means $5, $50, or $500.
Scott
via Internet

My site is free, but I do not have

a complete schematic. Only the
amplifier circuit was ever published as
part of the owner’s manual. Creating a
complete document would require a
considerable amount of reverse engi-
neering — not the least of which
includes melting wax from “cans” to
access components. | have done this to
service the “problem children,” rather
than see a Pultec with a missing
frequency.

Congrats on building the Altec pre-
amp. As an alternative to the Pultec, |
suggest you try the EQ circuit in the RCA
tube manual. It is only a shelving circuit,
but, by adding a selector switch, you
could add versatility by dialing in the
desired frequency range. Who knows, I
might even feature the project in
2000....

Eddie Ciletti
Manhattan Sound Technicians
www.tangible-technology.com

KEEP IT CLEAN

I'm having a problem with my
TASCAM DA-88 (version 4.01). 1
just finished cleaning the machine by
hand after following Eddie Ciletti’s

insiructions. Then, the first tape I in-
serted stopped and the display now
reads “S- Err 02”; in addition, the Warn-
ing LED is flushing.

Pressing Eject does nothing. I've
also powered off, then on, with no luck.
Maybe I screwed something up? I was us-
ing S-711 Intraclean from American
Recorder Technologies. I did use a dry
cloth after each wet one, but may not
have allowed enough time for the clean-
ing solution ro evaporate. I opened the
unit and found the tape wound around
the head drum.

Can you help me retrieve the tape
andlor reset the machine?

Martin B.
via internet

1 use denatured or 99-percent iso-

propyl alcohol — both of which
take a while to evaporate. The cleaning
cloth should be damp, not soaked, be-
cause you do not want solvent getting
into the rotary transformer, where clear-
ance between the stationary and rotary
core is less than .0005 inches! It’s good
you remained so calm, because the so-
lution is relatively easy. I've made the
same mistake in the past. So, first the
procedure (for all helical machines), and
then the fix.

1. Place a lint-free cloth against the
rotary head drum and turn the drum
counterclockwise. Inspect the cloth,
and “rotate,” or use a new piece as nec-
essary, until no more dirt is removed.

2. Same as above, but with a dry
cloth. Then wait at least five minutes
(with the machine on to circulate warm
air). (You could also create a dummy
cassette by cutting the tape so that the
heads will “spin dry.”)

3. If the tape wraps around the head
drum, turn the machine off, and rotate
the drum so that the tape unwinds. Pow-
er up the machine in Test mode. (Press
FF, Stop, and Play on power up, then
Stop-again-until “Test” appears in the
display.) The machine will now wait be-
fore attempting to thread tape.

Pressing Eject should allow the
reel motors to wind up the slack. It may
take more than one attempt.

Eddie Ciletti

Contributing Editor
www.tangible-technology.com
edaudio@tangible-
technology.com
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RADIO DAZE
Q I am the CE (Chief Engineer) for

the local Public Radio NPR FM
stations in the Phoenix market. We have
a 10-source, stereo satellite downlink sys-
ten, consisting of Comstrearn ABR700
units. They have menu-driven ouiput
level conirols, accessible only by the up-
link user. Needless to say, the users all use
a different standard for “zero,” and this
sometimes goes outside the input win-
dow forourdigital audio storage system
(BE Audiovault). Trying to coordinate the
various parties involved — NPR, PRI,
and BBC — is an exercise in futility. Ob-
viously, some type of interfuce device is
necessary here.

What I need would have the fol-
lowing atiributes: ten separdte stereo
channels; balanced 600-ohm input; son-
ic circuitry designed to highest audio
standards; automatic soft programma-
ble AGC (automatic gain control) with
minimal artifacts (no limiting) and able
to accept wide variances; AES digital out-
put; indicators for 1/0 levels and gain re-
duction; 19-inch rack mount, preferably
in module & cage topology; cost-effective
(i.e., less than $800 per modiile).

Any reconmmendations?

Dennis Gilliain
Chief Engineer
KJZZ-KBAQ

A A combination of off-the-shelf
products in dedicated hardware
form would be your most efficient prob-
lem solver. Since this will be the more
expensive route, | will also suggest an
affordable “virtual” solution, after
breaking the solution into its compo-
nent parts.

First, | am assuming your satellite
downlink outputs are analog. You won't
ever get each network to agree on a stan-
dard, and their reference tone probably
doesn’t even relate to the actual level of
complex audio program.

Voice, classical, and pop typically
have a “sound” that is loosely based on
the amount of dynamics processing
used. Granted, you are talking about
three conservative networks, rather
than the more commercial variety, so
the following is for example only.

Classical program uses less obvi-
ous dynamics processing, and therefore
requires a lower reference level, e.g.,
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-20 dBfs to -16 dBfs. Pop music,
however, is aggressively compressed,
raising the nominal level from a low of
-16 dBfs to the higher —-12 dBfs. (Heavy
compression of a typical FM pop sta-
tion is frightening. I hazard to guess
that the nominal is never below -6
dBfs.) I am talking in absolute digital
terms — “fs” means “Full Scale” —
since the purpose of lower nominal lev-
els is to increase headroom, which, it
seems, is what you want to do.

Assuming the following: Since each
downlink has an inaccessible output
level control, use a separate line
amp/distribution amplifier such as
those manufactured by Grass Valley
Group (GVG). Each downlink line amp
feeds an audio switcher, the output of
which is connected to a metering sys-
tem capable of both RMS display (the
typical VU meter) and Peak display
(digital style with “0 dB” as max) to
monitor the raw signals. GVG also
makes switchers; Dorrough Electronics
(818-998-2824; www.dorrough.com) is
a metering manufacturer.

Tweak the output of each link/line
amp-using program to yield a similar
“nominal” level hovering about “0 VU.”
Then, observe and note the peak informa-
tion, which may be considerably higher.

Your next request is more difficult
— AGC with minimal artifacts for under
$800 per stereo pair. You didn’t say
whether the level from each network
fluctuated, so I will assume the problem
occurs when switching from network to
network. You also didn’t state whether
you wanted a single AGC (Automatic
Gain Control) or separate stereo units.
The latter will substantially increase
the price.

Crane Song Ltd. (715-398-3627;
www.cranesong.com), for example,
makes extremely neutral dynamics
processors. Their STC-8 is a stereo unit
with a peak limiter that tells the com-
pressor to do more of the work. This in-
teraction, combined with bipolar Class
A operation, yields a sonically transpar-
ent gain control. It is not, however, $800
per stereo channel, listing for $3400.

In order to convert the analog sig-
nal to digital, without fear of overload,
you will need to set the unprocessed
peak level with enough headroom to
accommodate the network-to-network
variations, as well as the program-to-
program variations. This is the best
application of 24-bit converter tech-
nology, whatever product you choose.

DECEMEBER 1 9 9 9

Then, dial in the amount of compres-
sion-for AGC to raise the nominal level,
if necessary. When satisfied with the
consistency, apply the peak limiter to
provide a margin of safety.

You could do much of this on a per-
sonal computer using a sound card. A
single Soundscape MIXTREME card
can handle eight stereo pairs with
enough on-board DSP to do level trim,
dynamics, and EQ on each channel. Two
cards would cover your current needs,
leaving room for expansion. I/Q is han-
dled by TDIF (8-channel TASCAM dig-
ital interface), so you can choose your
front-end from Soundscape’s own SS8-
1/0 (8-channel AD-DA converters).
Apogee also makes an 8-channel pack-
age. TASCAM provides a TDIF-to-AES
interface. Via computer monitor, MIX-
TREME can give you metering on all
channels before and after dynamics
manipulation.

While I do not know the dedicated
hardware prices, I can speculate enough
to say that it would probably exceed
your $800 per (stereo?) module target.

However, the “virtual” solution
would probably weigh in at $4000 to
$5000 (sans PC) using Soundseape and
TASCAM components, and closer to tar-
get when using Apogee converters.

Eddie Ciletti
Manhattan Sound Technicians
West St. Paul, MN

FINDER OF LOST COMPANIES
I'm trying to find any further
info about the Walker Audio Vi-
sual Engineering Company. I know they
produced mixing consoles from 1980 un-
til about 1992. I have lots of questions.
Doug Jackson
via Internet

A Doug, you have stumped the band.
Although one of our brilliant con-
tributing editors, Bobby Owsinski, was
able to come up with an old address and
phone number in San Bernardino, CA,
we checked and that contact information
is no longer accurate.

If anybody out there knaws what
happened to Walker Audio Visual Engi-
neering, or if any other company is now
servicing that line, send us an e-mail or
drop us a line.

Hector La Torre
Executive Director
EQ magazine
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Surround Issues Raised at
Scheiner/Sting Listening Gig

A 5.1 surround listening session that was
held during AES and was sponsored by
KRK Systems, Inc. raised some important
issues concerning surround sound fer
music. Held in Studio A at Clinton Record-
ing Studios in Manhattan, attendees were
treated to a sneak preview of the upcom-
ing 5.1 release of Sting’s latest release Brand
New Day. Among those in attendance were
Grammy Award-winning engineer Elliot
Scheiner (who recently engineered the 5.1
remixes for Brand New Day), engineers
Bernie Grundman and Chuck Ainlay, and
guitarist Vernon Reid. KRK was represent-
ed by Keith Klawitter, Karen Brinton, Greg
Brinton, Larry Altman, and Jim Arvanitis.
Clinton personnel present at the session in-
cluded studio owner/chief engineer Ed
Rak, Lynn Berry (studio manager), Bill Fo-
ley (booking manager), and Roger Deller
(chieftech). The evening’s proceeding were
moderated by EQ magazine’s Hector La
Torre and Steve La Cerra.

Clinton’s Studio A control room
was setup entirely with KRK loud-
speakers for the session; the 5.1 moni-
toring system included five Exposé E-8
powered monitors and a RoK Bottom
powered subwoofer. Mixes were routed

through Control Room A’s beautiful
Neve 8078 console for playback.

The open discussion with Elliot Schein-
er following the preview of Brand New Day
was very informative. Led by Steve La
Cerra, guests were invited to address ques-
tions to Scheiner as well as each other. El-
liot explained the importance of creating a
“phantom center” channel from the front
left and front right speakers in addition to
using the discrete center channel, and de-
scribed his philosophy of instrument place-
ment in the 5.1 field — including what
should and shouldn’t be routed to the sub.

On the artistic side, Vernon Reid
brought up some of the contractual concerns
for artists who may be affected by the 5.1 sur-
round format. As an example, let’s suppose
arecord was released only in stereo, and now
the record label decides to issue a 5.1 version.
Who will pay for the new production costs
such as studio time, engineering fees, mas-
tering costs, etc.? Is it reasonable for these
costs to be advanced against royalties from
the artists’ sales? Does the artist get the same
royalty rate as for the stereo release? Is the
artist involved in the 5.1 sessions and if so,
do they receive additional compensation for
producing such a variation of their work?

PARTY PACK: (I-r) Jim Arvanitis, Keith Klawitter, Karen Brinton, Chuck Ainlay,
Larry Altman, Ryan Hewitt, Greg Brinton, Elliot Scheiner, and Vernon Reid.

EQ Asks: Who Are You?

Our EQ sleuths have been hard at
work. They’ve lifted some preliminary
factoids from a forthcoming exclusive
report on the state of the project stu-
dio marketplace and are releasing it
here — for our readers — first. Who
are you? What'’s hot and what’s not?
Here’s some data to chew on, based
on our recent mailing of 100C reader
surveys:

* Audio for the Internet will be
the biggest growth area for project
studios in the next 12 months ac-
cording to 31.7 percent of our readers.

* Your biggest planned purchase
next year will be some form of mi-
crophone, followed by signal pro-
cessing equipment and CD-R
recorders/writers.

* The Mac is back! Over 23.1
percent of you are planning to buy an
Apple computer next year, as opposed
to the 11.5 percent who are planning
to buy a Windows PC of some form.

* Digidesign has the #1 manu-
facturer Web site,

* Almost half of the readers say
that music recording has been the
fastest growing part of their business
over the past 12 months, followed by
video post (14.1 percent).

¢ Even commercial studio em-
ployees are deep into the project
studio scene, with 62 percent saying
they own their own project studio and
36 percent saying they own a home
studio.

* Most important magazine? EQ.
(Who loves ya, baby!)

Surround 2000 Record Maker

Music and tradeshow history were
made at last month’s Surround 2000
Conference & Technology Showcase
in Beverly Hills, where producers
Bob Margouleff and Brant Biles pro-
duced a 5.1 channel remix of a record-
ing right on the conference floor, and
then transferred it onto a DIS-en-
coded multichannel CD at th= show
the very next day. The single was
mixed during a marathon six-hour
session on the Studer D950 and then
was mastered in the next-door DTS
exhibit and demonstrated for show at-
tendees. The so-called “White Knuck-
les Session” will be released on the
DTS surround label later this year
(yes, they also signed a record deal at
the show).
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ConnectSound Launches Pro-Audio Retailing Site

ConnectSound, Inc., a division of mVest
Technology Solutions, Inc., is a new
business providing e-commerce solu-
tions for the sound products industry
with an initial focus on an Internet re-
tail Web site (www.connectsound.com).

The Web site offers the first of its
kind online shopping expe-

answer a short series of questions and the
Configurator rapidly formulates a system
with the exact equipment and connectors
that will provide a complete sound system
solution. The Configurator takes the mys-
tery and guesswork out of the buying
experience.
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Also, the Web site contains an ex-
tensive technical data warehouse that
viewers can use to find information on
various sound issues. The objective is to
become the leading and most compre-
hensive information bank for the sound
products industry.

rience for pro audio and
A/V products for people and
groups such as churches,
DJs, and musicians. People
can simply type www.con-
nectsound.com into their
Web browser and instantly
search for various products
and easily purchase them di-
rectly from the site.

Visitors can also use a
state-of-the-art Configura-
tor that utilizes expert system
software and automatically
assembles and configures
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ways been a passion of
mine and it is outstanding
© | toharness the power of the
Internet in order to benefit
the sound products indus-
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tagline says it all; www.
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place ‘Where Technology
and Sound Connect.””
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Musician’s Friend’s Member Card

Musician’s Friend, the world’s largest di-
rect mail and e-commerce music gear
company, has introduced a new Platinum
Member Card to extend the buying pow-
er of musicians and offer exclusive mem-
ber privileges.

The new Platinum Member Card
requires no annual fee and offers musi-
cians credit limits up to $10,000 and
payments as low as $30 a month for

every $1000 charged. In addition,
exclusive member sales events offer ex-
tra savings, a frequent buyer program al-
lows members to accumulate Platinum
Points that can be used for special
member discounts, and new gear bul-
letins notify members of upcoming
product introductions.

To apply, call 800-776-5173 or
visit www.musiciansfriend.com.

Alesis Announces Y2K Compliance

With the millennium quickly ap-
praoching, the much-hyped Y2K prob-
lem is on everybody’s minds, but at least
ADAT users can breathe a sigh of relief.
Alesis Corporation has announced that
products manufactured and distributed
by the company in general do not use or
rely on a date-based software system
that references any particular day, date,
or year for operation, and are therefore
safe from Y2K (year 2000) concerns.
Although Alesis’s digital audio
products often use a highly technical
software-based operating system, the

year 2000 transition is not expected to
have any effect on those products or im-
pact their performance.

The ADAT/EDIT computer inter-
face and card and software package was
designed with Y2K compliance in mind,
and should not be affected by the com-
ing of the new year unless other ele-
ments of the operating system of the
end-user’'s computer are not compliant
with Y2K regulations.

For more details, call Alesis
Corporation at 310-255-3495 or visit
www.alesis.com.

Drummer Mark W. Hill's
N’Focus Studios Installs
Hafler Monitoring Systems

Acclaimed drummer, percussionist,
and producer Mark W. Hill’s produc-
tion company, N’Focus Entertain-
ment, has increased its inventory of
Hafler monitoring systems to meet
the sonic demands of new and diverse
artists. Hill installed a pair of Hafler
TRM8 active monitor speakers .n the
studios last year, and recentiy in-
stalled a pair of TRM6 active monitor
speakers and a TRM10s Transeana
powered subwoofer.

Hill’s upgrade keeps his TRM8
system as his primary monitoring
package and brings in the TRM6 and
TRM10s for when he needs the mix to
have that high-end sound with a
tight, low end when the TRM10s
come into play.

For more information on N'Fo-
cus Entertainment, call 714-505-0516
or visit www.MP3-Sound.com. For
further information on the Hafler
TRM Series or any of their other
monitoring or amplification products,
call Hafler at 480-967-3565.
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AES Hearing Screenings Show Hearing Loss Susceptibility

The House Ear Institute’s Sound Part-
ners Program reported, after taking
hearing screening tests at September’s
AES, that 15 percent of those who were
tested showed some degree of hearing
loss. During the four-day convention, at-
tendees were invited to stop by the mo-
bile audiological screening unit for their
free hearing screening. Especially perti-
nent to the convention because of the
nature of the audio engineering business
and other related fields exposing indi-
viduals, who rely on their acute hearing
every day, to loud sound, the screenings

were conducted by a certified occupa-
tional health specialist associated with
the House Ear Institute (HEI).

Of the 332 attendees who had their
hearing checked, 281 were within nor-
mal range. The 1999 AES test group
showed varying degrees of hearing loss
in the 3K, 4K, and 6K range, and two in-
dividuals received a recommendation to
see a medical specialist for further eval-
uation. Among the potential medical
concerns are unilateral hearing loss, ear
canal blockage, or low-frequency hear-
ing loss.

Sound Dogs Becomes Digidesign Partner

Sound Dogs, Inc. recently announced
that it has joined Digidesign’s Develop-
ment Partners program. Digidesign’s list of
third-party developers develop state-of-
the-art solutions for the Pro Tools platform.
In 1997, Sound Dogs developed
www.sounddogs.com, the world’s first In-
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Sound Dogs, Inc.
“Motion Picture Sound" {1
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ternet-based sound effects and production
music library. Through the development
partner program, Sound Dogs will work to-
ward seamless integration of the site with-
in the Pro Tools product line.

According to Greg King, Sound Dogs’
supervising sound editor, “Pro Tools is the
absolute standard in digital audio editing,
and the third-party plug-ins and tools are in-
credible.” As for Sound Dogs’ contribution
as a third-party developer, King says, “l hope
that Pro Tools users and Avid editors will
share my appreciation of the extensive on-
line library that I use on a daily basis.”

For more information on the Devel-
opment Partners, visit www.
digidesign.com. For further details on
Sound Dogs’ offerings, call 818-777-DOGS
or check out www.sounddogs.com.

The House Ear Institute has promot-
ed the conservation message that “Hearing
is Priceless” in order to educate and
disseminate hearing health information to
audio and entertainment industry profes-
sionals and the general public and raise the
awareness of the danger of overexposure to
loud sound. The Sound Partners program
allows companies in the pro audio indus-
try to promote conservation under the
auspices of the House Ear Institute.

For further information on the
House Ear Institute and Sound Partners,
call 213-483-4431 or visit www.hei.org.

Yamaha PAC Launches Free

Customer Support Program

To ensure that all purchasers of Yamaha
Pro Audio & Combo (PAC) products
have a positive and successful experience,
Yamaha Corporation of America, PAC Di-
vision developed a new multi‘aceted
Customer Support Program that will
provide expert assistance to customers
around the clock. The program went into
effect November 1, 1999. For purchasers
of new PAC products, the customer sup-
port program will provide three years of
free application phone support by Yama-
ha’s Tele-Support team of product ex-
perts. Purchasers of used Yamaha prod-
ucts will receive 90 days of free telephone
support and all purchasers will have un-
limited free access to the new Yamaha
Service and Support Web site, including
the Yamaha Solutions Network, the online
database of Yamaha product inforrnation.

Daniel Epstein, a recent graduate of the
Institute of Audio Research (IAR), has
been awarded 2nd place in the 107th
AES Convention Student Recording
Competition.

The recording was selected from
among student and school submissions
from around the world. The panel of
judges was made up of Grammy Award-
winning recording engineer/producers.

Epstein says of the experience: “El-
liot Scheiner and Al Schmitt questioned
me about specific aspects of recording
and mixing [my project] ‘Montauk,” and
offered their critical evaluations of the
piece. In all honesty, I never expected to
be talking with engineers of their caliber

IAR Student Wins AES Recording Award

about my engineering work.”

The recording and mix were done
in Epstein’s Recording Studio Workshop
(RSW) class in 1AR’s digital 24-track Stu-
dio B. It was mixed to DAT and pre-
sented on CD-R. In a ceremony held in
the same Studio B control room, 1AR
presented Epstein with an award in
recognition of his 2nd place selection.

IAR instructor Rich Blakin com-
ments: “My advice to Dan was to im-
merse himself in the spirit of the music
and use the equipment to serve that end.
We are very proud of the recognition
Dan has received for his recording.”

For more details, call IAR at 212-
677-7580.

The easily navigated Yamaha Ser-
vice Web site (www.yamaha.com/
service.htm) is filled with useful product
information, including product features,
specifications, accessories, and online
Owner’s Manuals, so customers will
never “lose the manual.” The Web site
also provides links to the Yamaha Solu-
tions Network, the online database of
Yamaha product information; the first of
its kind in the music and sound indus-
tries. This convenient and invaluable
resource provides easy-to-find infor-
mation on the broad array of Yamaha
products, 24 hours a day, 7 days a week.

For more information, call Yama-
ha Corporation of America, Pro Audio
& Combo Division, at 714-522-9011 or
visit www.yamaha.com.

20



GettungjthelRighvGearishould
BelHasSIeZreEl IRISKErEE:

{And Sometimes Just Plain Free.}

Welcome to zZounds.com

At zZounds.com, we're changing the way you buy gear. You’'ll find top-name guitars, keyboards, drums,
recording equipment, MIDI gear and software—even sheet music and books—all in one place.
Add unbeatable prices, great service, and tons of free resources to the mix—and you can see why
thousands of musicians have already made zZounds.com their music store on the Web.

‘The best prices on Earth—guaranteed

30-day, no-questions-asked money-back guarantee

More than 120,000 products with instant Real-Time Stock Checking™
1000s of user & expert product reviews

Late-breaking product news

Expert advice before & after you buy

Oh yeah, about the free gear. (After all, that’s why you stopped to read this ad, right?)
Every day, until the boss comes to his senses, we’re giving away gear. Not last year’s left-handed
kazoo, but cool stuff you'll actually be happy to win, like Mackie mixers and Roland keyboards.
Just go to www.z2Zounds.com/free and find out what we’re giving away today.

zZounds.com—all the gear you need, with no hassles, no risk,
and (just maybe) no cash. How’s that for a change?

Recording & Guitars & Keyboards, Drums, Reviews,
Live Sound Basses MIDI Gear Percussion Sheet Music  Buying Guides

& Software & World & Product News
Instruments
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You bring the passion. We'll supply the rest.
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MIC-NIFICENT

TI Audio introduces the first
c two products in its CAD

end address
series of mi-
crophones,
the ME F3
and ME V4.
These two
end address
mics are de-
signed for
broadcast, live
performance
and recording ap-
plications. The ME F3
features CAD’s “Equitek” servoed head-amplifier and Optema Series 1.1-inch gold
sputtered diaphragm capsule. The ME V4 integrates the same Optema Series di-
aphragm capsule and “Equitek” servo condenser technologies found in the ME F3,
with the additional benefits of CAD's VX2 valve technologies. For more informa-
tion, call CAD Professional Microphones, a Division of CTI Audie, Inc., at 890-762-
9266. Circle EQ free lit. #114.

SILVER MEDAL

[ he dbx 386 Silver Series dual-channel tube mic preamp combines the warmth of vacuum tubes with dbx’s proprietary
TType IV conversion system. The dbx 386 boasts many of the same features as other products in the Silver Series, such

as 48-volt phantom power, phase invert switches, and 75 Hz low-cut filters. But it also includes digital outputs in both
AES/EBU and S/PDIF formats as standard. The 386 enables users to select from a wide range of sampling rates, including
44.1, 48, 88.2, and 96 kHz, while the digital outputs offer the ability to communicate in 16-, 20-, or 24-bit word lengths. In
addition, Type IV conversion offers the ability to select the noise shapes, algorithms, and dither types that best suit its users’
music and medium. The unit features two premium 12AU7 vacuum tubes. For more details, call dbx Professional Products
at 801-568-7660, fax them at 801-568-7662, or visit www.dbxpro.com. Circle EQ free lit. #115.

OLD SCHOOL

ased on a design from the
B 1960s, the all-tube Fairman

TMEQ tube master equalizer
will provide mastering engineers with
atool for transferring musical record-
ings to new high-resolution consumer
media. The TMEQ is a 6-band stereo
equalizer housed in a 6U rack frame.
It emnploys a total of 22 vacuurn tubes
in 12 separate frequency-controlled
amplifier sections. The result of this
configuration is good phase linearity
across all frequencies The unit pro-
vides separate over'apping sections for
Low Cut and Low Boost, as well as for
High Cut and High Boost. The Low-
Mid and High-Mid sections offer
boost or cut, with (Q switchable for 18
dB, 12 dB, or 6 dB per octave. The TMEQ also provides input and output gain switches from -6 dB to +6 dB in .75 dB increments. For more
information, call the ATR Service Company at 717-852-7700 or check out www.fairman.dk. Circle EQ free lit. #116.
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PLAY FOR SCALE

eneralmusic introduces the AS-1 Arabic Scale Converter, a small,
Gpraclical device that transforms any MIDI keyboard on the

market into an Arabic scale instrument. With As-1,
any conventional MIDI-equipped keyboard (includ-
ing Generalmusic’s WK and SK Series key-
boards) can play Arabic scales and microtuned
notes without radical panel layout modifica-
tions. The keyboard only needs to have MIDI
in and MIDI out connectors. In practice, the
AS-1 is a controlling device that sends appro-
priate messages to the connected keyboard so
that specified notes of the scale play one quar-
ter of a tone below standard pitch, as required for
Arabic scale use. User-friendly features include 12 Ara-
bic scale memories, one-touch commands, and hassle-free
programming tasks. The AS-1 is available for $229. For more in-
formation, call Generalmusic Corp. at 630-766-8230, fax them at

630-766-8281, or visit www.generalmusic.com. Circle EQ free lit. #117.

FOR GOOD
MEASURE

udioControl In-
dustrial's MP-400
is a 48-volt phan-

tom power, compact,
2-channel measurement
microphone preamp that
includes mixer functions.
It is expressly designed to
work with computer
sound card-based mea-
surement systems. The
MP-400 includes switch-
able input gain, variabie
output pink noise genera-
tor, pre- and post-sound
processor loops, and input
and output connections
on the front and rear pan-
el. The MP-400 can work with most 24- to 48-volt phantom power measurement microphones, including the AudioControl
Industrial C550 and C525. With all the inputs and outputs, the unit can handle not only two microphones, but also inputs
from a mixing board, a loop through a sound processor, and line inputs from a computer or CD player. The unit comes in a
rugged steel chassis for field reliability. The list price $549. For more information, call AudioControl Industrial at 425-775-
8461, fax them at 425-778-3166, or visit www.audiocontrol.com. Circle EQ free lit. #118.

ON GOOD TERMS
ew from Howard W. Sams and Prompt Publications is the Digital Audio Dictionary by Cool Breeze Systems, Ine.
N The Digital Audio Dictionary contains over 1000 useful, easy-to-use terms and definitions. It also comes with a cross-
reference compatible, interactive CD-ROM, which allows searches by term, or browsing of all terms. The world of
digital audio is expanding at an incredible rate. The use of this concise reference tool will keep any reader up to date. De-
finitions cover sound, computers, MIDI, digital audio, DAWs, plug-ins, system upkeep, and general music. For more de-
tails, call Howard J. Sams at 800-428-SAMS or visit www.hwsams.com. Circle EQ free lit. #119.
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KEYS, PLEASE

echnics’s new SX-KN6000 has been redesigned from top to bottom. The new SX-

KN6000 features a new sound engine and new PCM Sound Source. This model is

outfitted with a repertoire of over 1000 newly sampled instrument settings, all of
which have been re-mastered. And each contains more memory than previous Technics
models, allowing more of the dynamics and characteris-
tics of the instruments to be captured. The
Brass Simulator, which makes the human
voice sound like alead trumpet,
and the built-in Vocal
Harmonizer are two
of the many intrigu- §
ing vocal features.
For more information,
call Technics at 201-
348-7000 or visit www.
panasonic. com. Circle
EQ free lit. #120.

A ULCEEREER Y

(I

LIVING IN HARMONY

erfect for both the studio and the stage, the new Vocalist VR from DigiTech enables singers to quickly and easily
Padd up to four natural-sounding harmony vocals to their voice. Thanks to DigiTech’s patented harmony algorithm,

the Vocalist VR’s harmonies maintain all the characteristics of the singer’s voice for very realistic-sounding back-
up harmonies. The processor also allows users to choose between Chordal or Scalic harmonies, add warm reverbs, and
much more. For more information, call DigiTech at 801-566-8800, fax them at 801-566-7005, or visit www.digitech.com.
Circle EQ freelit. #121.
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CD-R Editor/Duplicator

StartREC is the first Digital Audio Editing System combined with
multidrive CD-R duplication capability designed specifically for.
the Audio Professional, from MicroBoards. The StartREC offers
Audio Professionals advanced hard disk editing tools, and the
ability to ceate simultaneously up to four custom audio CD's in

a convenient rackmountable or desktop configuration. oy .

2%

S MICROBOARD
e lechnolagy, Inc.

EINSe Course in CD Technoldgy!

Headquarters: 800 646-8881  Fax: 612 556-1620
East Coast: 888 215-3966 » Fax: 610 495-5137
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HDR24/%. 24-TRACK 24-BIT HARD DISK REBOHDING

-ADVANCED WAVEFORM EDITING.
NO EXTERNAL COMPUTER NEEDED. ===
54999 SUGGESTED U.S. RETAIL.

HDR24/9% editing features include 8~ © Buil:-in 20-gig Ulira-DMA hard disk
takes per track with non-destructive plus front panel bzy for additioral
:omping, non-destructive CU(/COP)’/ easiiy available pudl-wt drives
paste of tracks. regions or super-regions,  ® Intuitive analog tape deck mterface
:lrag and-drop:fades & crossfades, Ix/2x/ and monitoring
4x/8x/24x o Syncs to SMPTE, MIDI Black Burst,
wavefosm PAL & NTSC without extra =ards
views, tue o Ynlimited HDR24/9% linking! Synch
_ waveform 48,72, 96, 128 or more tracks
iz 94':"3 - 96kHz upgradable viz so‘tware

tool, bi-directional cursor str::ltlat ufu‘lﬁI & O WA SELN Clials

Y - ® 35-.nich disk drive for software

ited locators ard loops, DSP time comr des & o ;
pression/expansion, invert, pitch shift I o A e

& normalize ana much, much more. . * Fast Ethernet port built-in
with unlimited undos — but without * Optiona. SC31 port
requiring an external computer! * Remotes available.
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story

New hard disk recorders
were all over the place at

lots more.

of 2-inch tape!

u

w

this fall’s AES convention. A fair amount
of the buzz was at the Mackie booth.

The HPR24/96 was the only recorder
with built-in non-destructive graphic
waveform editing. Just plug in a mouse,
keybozrd and SVGA monitor to view all
recorder parameters on screen in real
time. And enjey complete editing control
with ualimised levels of undo, drag-and-
drop crossfades with 9 preset combina-
tions plus fade/crossfade editor, DSP time
compression/expansion, pitch shift and

The HDR24/36 was the only recorder
that uses pull-out Ultra-DMA hard drives,
so affordable that you can keep one for
each project —over 90 minutes of 24-
track recording time costs less than a reel

The HDR24/96 was the only recorder
with built-in [00Mbs Ethernet. And of
course the only one that interfaces
directly with the Digital 8 * Bus.

No wonder Pro Audio Review

Magazine gave it a “PAR Excellence”

Award right on the spot.
Call toll-frae or visit our
website for praliminary irfo

on the new HDR24/96. Shipping

soon from Mackie Digital.
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www.mackle.cum - 888/290-7904
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PICK A PATTERN
static has introduced its 230 VP variable pattern

Acondenser boundary microphone, which
offers a range of four set adaptable

polar patterns (cardioid, super

cardioid, figure eight, and omni-

directional) and infinite alter-

natives in between. Switching

is done with a soft-touch

membrane switch (push-to-

talk, push-to-mute, or push

on/off). A LED in the switch

bezel indicates when the mi-

crophone is on and a switchable 12 dB-

per-octave, high-pass filter helps to reduce sibilance of feedback. For more infor-
mation, call CTI Audio’s Astatic Division at 800-762-9266. Circle EQ free lit. #122.

BURNIN’ FOR YOU

signed for recording studios. The CDR1000 features the Apogee Elec-

Yamaha has introduced the CDR1000 professional audio CD recorder de-

tronics UV-22 Super CD Encoder, which allows 16-bit encoding of sources

originally recorded at higher bit rates, without additional equipment. The

recorder includes a built-in sample-rate converter capable of handling a wide range

- of digital sources (29.76-48.8 kHz) and a word clock input, which provides AES/EBU

in and out connection pass-through. For more information, call Yamaha at 714-522-9011 or check out www.yamaha.com/

proaudio/. Circle EQ free lit. #123.

PROCESSED SURROUND

output is in mono, stereo, or full surround depends only on the way the outputs from the four capsules are combined. The 5.1

u sers can get full surround sound recordings using a SoundField microphone with the new SoundField 5.1 processor. Whether the

Processor makes it possible to extract discrete surround signals either live from a SoundField mic or retrospectively from a B for-
mat recording. Formats supported include Left/Right/Center plus Surround, which may then be encoded into 2-channel Dolby Surround
using a Dolby Processor, 5.1 surround, or, with the addition of an optional card, formats of up to eight channels, including 7.1 Surround.
For more information, call Transamerica Audio Group at 805 375 1425 or fax them at 805 375 1424. Circle EQ free lit. #124.

The choice
is yours...

Active or Passire
niled or neai field

Black, red or
gowlen ock

With ar witlsout
active subwoofers

A Model Foin 1andred
or a Fwo Thousand

professional audio

Ask about our 11 1 2 octave MR ™50 Master Reference Monilors
choice@hothousepro.com and 12igh Ouiput Series main monitors and subwoofers

CIRCLEG D3 ERES 1ED CARD

Fither way. you'll
get ultre -smoaoth,
wide-handridth
(ully 10 I 2 octaves
with our AS3 actirve sub-
woofers) ruler-flat.
non-fatig ving. low-
distortion v production
with pinpoint imaging
Jor all <ritical
monitoring applications

www.hotheusepro.com




Aspen

GT Electronics - A division of Alesis
www gtelectronics con/GTEQO2  800-5-ALESIS

AM11, AM30, AM40 AM51 AM52 AM61, AMB2 are trademanks. of Alesis Gorporation

Pittman and GT Electronics:

A Passion
for Sound

As the founder of Groove Tubes, Aspen Pittman has been
lbringing you outstanding tone for over 20 years. Today, he's
also the driving force behind GT Electronics.

You'll find Aspen’s passion in the entise GT collection. Seven
high-pertormance condenser microphones combining timeless.
quality and state-of-the-art technology. Each modal is carefully
crafted im the tradition of classic mic design. And each possesses
its own distinctive character, while offering revolutionary value.

If you're passionate about your sound, GT Electronics offers the
world-class microphones you need. Hear them today at select
professional audio dealers.

Quality. Tradition. Character.
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Class-A FET
Condenser Mic
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Class-A FET
Condenser Mic
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Class-A FET
Cardioid Condenser Mic
AM61
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Imagine being able to work

Wlth Rocket Netwmkm Inte"‘let Hecom’ding Your voice-over talent is in Sydney. Your favorite

engineer is in New York. You're in London. With

Stlldlﬂs al'lists, pmdllcers, and engineers Rocket Network you can all work together from any
Lo 0 location as if you were in the same studio, saving you

can meet and produce professional-quality N

aUdm onllne Precise control, global reach, and stellar creative

possiblities —Rocket Network can take your work to a

whole new level.
All rights reserved ® Rocliet Network, Inc. 1999.




with anyone, anywhere, anytime.

Register for a free trial at

www.rocketnetwork.com
NETWOR K"

Internet Recording Studios
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Fairlight Merlin Hard Disk Recorder

Fairlight debuts a
future-friendly, all-in-
one digital workstation

Merlin is Fairlight’s new 24-channel hard-
disk-based recorder. Built on a new DSP
foundation incorporating the 40-bit SHARC
processor from Analog Devices, Merlin is
upgradeable to 48 tracks and to 96 kHz, and
uses a new streamlined recording controller
that is optimized for fast operation in mu-
sic, TV, film, and radio recording.

Built on the MFX3plus codebase,
Merlin inherits a vast software capability
that includes file exchange with leading in-
dustry platforms and graphics perfor-
mance such as scrolling waveforms, net-
working, and editing.

Merlin records 24 tracks with 24-bit
resolution at all the industry standard sam-
ple rates up to 48 kHz. In the future, this will
be increased to 48 tracks, with a maximum
96 kHz. The system is prewired for these up-
grades, incorporating the clocks, converters,
and digital interface chips needed to oper-
ate at the sample rates of the future.

Despite recording all 24 tracks to a sin-
gle disk, Merlin is capable of searnless, gap-
less punch in and punch out on all tracks si-
multaneously. This allows simple file
management and object-oriented editing,
as well as straightforward exchange with
Fairlight’s editing and dubbing platforms.

Analog inputs and outputs may be sep-
arately optioned in groups of eight, up to the
maximum of 24 per system. AES/EBU inputs
and outputs are optioned in groups of eight
1/0s, also up to the maximum 24 channels.
Thus, the machine can be purchased cost-
effectively for studio installations where the
console /O is either all-digital or all-analog.

Merlin uses standard SCSI disk drives.
Disk drives up to 200 GB are supported by
the operating system, with capacity for six
drives and a backup device. Using today’s
36 GB drives, it is possible to remain in
record continuously for up to 18 hours on
all 24 tracks!

All forms of removable storage are sup-
ported, including removable hard drive,
magneto-optical drives, and Exabyte tape
backup systems. Backing up and restoring
are background processes, automatically

detecting and making use of idle time be-
tween recording or playback passes.

The recording controller is a new, pur-
pose-designed work surface designed to
replicate the operation of traditional mul-
titrack tape recorders while offering the
benefits of random accessibility. The con-
troller comes with an optional roll-around
platform for the studio floor, including a
high-resolution flat-screen display for
complete portability of operation.

Merlin allows any input to be
patched to any track. This is just like hav-
ing a 24 x 24 crosspoint switcher at the in-
put of the recorder. Inputs are not re-
stricted to a single destination, so it is
possible to patch one input to many
tracks, allowing multiple tracking of one
source to be performed with ease.

A special grouping command makes
it possible to patch multiple inputs to mul-
tiple tracks, multiple times, with a single
command. The unit can store up to 999
timecode memory locations for instant ac-
cess. The first 48 of these are accessible
through the Track Select keys. Two dedi-
cated keys above the transport controls pro-
vide the means to store and retrieve time-
codes from memory locations.

Merlin provides a full-color video
screen with fast response, thanks to its ded-

icated graphics controller, which has been
designed purely for audio purposes. Update
is almost instantaneous, making for effi-
ciency in completing projects. Most im-
portantly, the creative process is not inter-
rupted by the machine at any time.

The video screen is switched between
different displays to show, for example,
tracks, files, memory locations, meters, or
layers. Although there are user commands
to access particular displays, these are not
usually needed, because Merlin will switch
video displays in context. For example,
when the Project menu button is pressed,
the file display is immediately shown so that
file management operations can proceed.

Fairlight claims to have pianeered
multichannel scrolling waveforms as part
of its MFX2 development, and pushes that
advantage here. Waveforms are calculated
on the fly while playing or recording, so
there is no waiting period after a recording
pass for the waveforms to be calculated and
stored to disk. Recording may resume
immediately.

Twenty-four track meters appear
whenever needed so that levels can be
monitored. The scale can be adjusted so
that, if required, the loudest part of the scale
is seen in more detail, or a more normal
view can be seen.
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aster Direct to CD
. © ‘Pm'chivinﬁ
S} & Timestretch
&5 M.ES.A. Mixer Software

TrU ly acomplete
digital studio, the DPS12V2
combmes a powerful 12-track
random-access digital disk recorder
and 250 vistual tracks, with a digital mixer,
and 1 4-bus elfects processor. This compact
package fits easily into any personal studio space,
and it even includes the ability to master direct to
CD. Aucio is recorded in uncompressed format in
order to maintain the complete integrity of the
source, and the graphic wavelorm dispiay provides
a desailed view of the recarded inaterial. Recordings
are stored to SCSI hard disks, allowing the
flexibility tor create recordings of any length, limited
only by the size of the storage medium. Akai's
M.E.S.A. PC mixer softwar allows total control of
the transpart and 20 channel mixer via computer.
When you are finished vith your project, it is a
breeze to archive all tracks, virtual tracks, effects
and mix settings to CD for permanent storage.

Cortact your local Akai dealer today to leam
more about the DPS12Y2 and how to turn your
home int3 a digita! studia.

Graphic Waveform Display

&5 Uncompressed Audio

/4
Akai Musical Instrument Corp. 4710 Mercantile Drive, I‘ih, TX 76137, 817.831.9203, fax 817.222.1490

lin Canada contact Power Marketing 372 Richmond Street W. 4112 o Toronto, Ontario, Canada M5V 1X6 « 416.593.8863
CIRCLE 86ONCFREE INFO 'CARD
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Meters can also be set so that the red
part of the scale is triggered at the user’s
choice of operating level. The patching
screen is shown automatically when inputs
are patched to tracks. It shows the entire set-
up of the inputs and tracks, including their
input levels and choice of analog or digital
format. A list of locations with their names
and timecodes is shown on the video
screen whenever the software is in the act
of choosing one for any purpose. Marks at
the top of the clip display also show the po-
sitions of locations, and the list will update

during play to show the one currently
being passed by the transport.

In New mode, recording is entirely
nondestructive, with new material being
placed on top of existing material, in layers.
This allows many performances to be built
up and later compiled together into a
single performance. It also ensures that
nothing can be accidentally lost, though
techniques for clearing unwanted materi-
al away afterwards are also provided.

When recording in Tape mode, exist-
ing material on the tracks is replaced with

COME TO THE ONLINE
STORE FOR ALL THE
MUSIC GEAR YOU CRAVE

recording

amplifiers

N

/

Monitors

microphones

guitars

pro audio

4

keyboards

and more

www.sweetwater.com
or (800) 222-4700
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the new material being recorded. Short
crossfades are automatically generated
whenever audio is replaced, avoiding clicks
that would otherwise be caused by discon-
tinuities in the audio waveform. Replace-
mentis destructive, but it has thé advantage
of saving disk space and of preserving a very
simple structure in which notliing can be
hidden on layers underneath. Where the
track is empty, new material is created by
recording, which may later be overwritten
by further recordings.

In the Automatic Recording menu, in
and out points may be specified using lo-
cations, timecodes, or simply by playing or
scrubbing to the desired place! Rehearsal
may be invoked by automatically prerolling
and cycling around the record area, in which
the monitoring is switched to input. When
ready, record is enabled, and, on the next
pass, the audio will be recorded to disk. An-
other pass follows immediately for playback,
orrecord may be entered during the preroll
period if another take is required. It is pos-
sible to “stack” the takes up for later com-
pilation or destructively replace the previous
onewith the current one, and this switching
may be done just prior to any take, so as to
preserve only the useful ones for later con-
sideration. Merlin offers the option of ex-
pressing time in either video format
(HH:MM:SS:FF and optional subframes) or
musical format (Bars/Beats/Sub-beats). It
can accommodate changing tempos and
time signatures, and can also load amap cre-
ated in a sequencer from a MIDI Song File.

Within Metlin’s user interface it is pos-
sible, for simple songs, to define a fixed time
signature and tempo with a start time. This
way, a piece of music recorded into Merlin
can be synchronized to an external time-
frame such as a video, but still displayed
and referenced in its own musical terms.
Changing tempos and time signatures
can be loaded in via a MIDI Song File,
which can be transferred into the machine
via its Ethernet port.

When bars and beats have been cho-
sen as the preferred time reference, locate
commands such as Go To and Jump offer
amusic-related choice as the locate target.
For example, Go To allows the entry of a
specific bar and beat address within the
song, and Jump allows the ‘choice of
next/previous bar or beat within the bar for
immediate location.

For more information, call Fairlight
at 800-4-FAIRLIGHT or visit them on
the Web at www.fairlightesp.com.au.
Circle EQ free lit. #101.



Neil Karsh s the Vice President of
Audio Services for New York Media
Group. Recently, Karsh selected LSR
monitcring systems for two of his
Manhattan facilities, Lower East Side

) .

and East Side Audio. Prn’,les
66 We've installed the first of our LSR

5.1 surround systems at East Side Audio
and it's a great addition. The sound is The world’s most noted recording
extremely clear and is enjoyed by our professionals discuss the world’s most
mixers and our clients. Everyone is very
pleased with the result.??

advanced monitoring systems.
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b} £ i’ E\ : NO.1: New York / Los Angeles
EESEEEED

The World's Best Performing THX® Monitoring
Systems Are Also The World's Most Applauded.

Since its introduction in 1997, the system-engineered |BL
LSR Series has become a favorite choice of engineers, producers
and performers, many of whom have also become its most
loyal advocates. More important, this acceptance is found
in every major geographic area of the recording industry;
from Los Angeles and New York to Nashville and London.

uction for decades. His discography is a
= ‘who's who' of popular recording.

k‘ )(Q\ i\ )| }}KQ » )\ K : = ipeikers have always been important to me

- and I've had many systems that | have really

" loved. When Kevin Smith told me about LSRs, |

LSR 32 LSR 28P LSR 12P tried them and was amazed at the accurate, flat
response and how the mixes translated so well

Monitors Whose Performance Profile Was BRI R monitoring systems. Now
we're using them to track our new records and

Determined By Science, Not Opinion. we'll use them to mix, as well.??

During a half century of building the most technically Los Angeles
advanced studio monitors. |BL has developed a long list of
working relationships with key recording professionals
around the globe. As a direct result of this unique collaboration,
these industry leaders have chosen |BL monitors more often
than any other brand. Not once or twice. but consistently for
decades. In fact, |JBL monitors are a part of the history of
recording itself. Consider as examples, the now fabled |BL
4200 and 4400 Series that, at their launch, actually defined
an entirely new standard and new category of monitor. Such H A Harman International Company
is the case now with the entire LSR line. www.jblpro.com
CIRCLE 12 ON FREE INFO CARD
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Horizon Music Stereo Tube Direct Box

Horizon Music enters
the tube DI world with a
mid-priced contender

BY MIKE SOKOL

Horizon Music has entered the tube DI
market with their first product offering,
and it looks like they might have a real
contender in the mid-price DI world. If
you’ve never used an active DI, be
aware that a good DI box can really help
bring out the quality of passive pickups
when compared to a passive DI box. A
problem with passive DI boxes is that
the output of your instrument is hooked
directly to an isolation transformer,
which is simply an iron core with a lot of
thin copper windings. Not only will the
inductance of the transformer interact
with passive pickups, it will also cause
impedance loading that will roll-off
the high-frequency signature of the
sound, as well as reduce signal level and
increase distortion. An active DI box
places a transistor or tube amplifier
stage in between the instrument and the
transformer, which isolates it from the

negative effects. Tube DI boxes are es-
pecially nice, since the natural, soft-lim-
iting action of a tube in the signal path
can help tame undesirable transients
while adding the even-order distortion
products that human beings find so
pleasing.

TIE-DI
The Horizon Stereo Tube Direct Box is
two separate DI boxes side-by-side in
a 1 RU space. An isolated 1/4-inch in-
put on both the front and back panels
makes it easy to plug in your instru-
ment, no matter which side of the rack
you find yourself on. The front panel
has switches for instrument, line, or
speaker level inputs. A Flat/Cabinet
switch enables the speaker emulator
filter, while a Normal/Lift switch lifts
the ground to the console. There’s
also a level control for the isolated out-
puts, while passing the thru signal
unaffected.

Outputs on the back include Thru,
Mic level XLR, Line-Level TRS, and ~10
RCA. All outputs are electrically isolat-
ed from the chassis — a factor that
make this direct box good at breaking
ground loops. A switch changes the
chassis ground for either rack-mount-
ing or freestanding operation, which
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can eliminate ground loop-induced
hum when mounted in an equipment
rack. A standard Euro power connector
is included for the 120-volt AC input.

Since it’s a true, dual-channel
unit, users, for example, can patch one
channel in for stand-up bass, while
using the other channel for acoustic
guitar or mandolin. Another interesting
possibility is that, if you have an in-
strument with stereo outputs (e.g., a
Rickenbacker bass), this would be a
great DI to try. Horizon builds this DI
for years of road abuse. The chassis and
switches are built for real-world use.
Just put this in a little SKB rack and it
will find a home either on the road or
in the studio. This is an excellent ad-
dition to a product line from a compa-
ny that that’s been our partner on the
road for years.

Check out the full, hands-on re-
view of the stereo DI in the next EQ.

Price is $699.99. For more infarma-
tion, contact Horizon Music, 230
North Spring St., Cape Girardeau,
MO 63701. Tel: 573-651-6500. Web:
www.horizonmusic.com. E-mail:
horizonmusic@ldd.net. Circle EQ
Jfree lit. #102.

Sterec Tube Diruat Box



IF YOU COULD ONLY HAVE ONE MICROPHONE...

The popularity of the C414 B/ULS

remains an enigma. Historians

boast that in the last decade the C414 B/ULS has contributed to

more #1 selling records than any other microphone in existence.

From Barcelona to Rome. From Paris to New York, the C414 B/ULS

can be found in almost every professional recording studio. The
majority of world<lass studios like The Hit Factory in New York,
have at least 10. Purists have aptly nicknamed the C414 B/ULS
“The Chameleon.” A master- piece of Austrian technological
know-how and precise crafts- manship that knows no boundaries
or outer limits. Perfectly suited to any genre of music or
instrumentation, the C 414 B/ULS delivers what the world hears

over and over and over...

C414 B/ULS

THE MOST POPULAR MICROPHONE IN THE FREE WORLD i

©1999 AKG ACOUSTICS, U.S. 1449 Donelson Pike Nashville, TN 37217, USA Tel (615) 360-0499 Fax ¢615) 360-0275 H A Harman International Company
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Lucky Dog

Tommy Dog does it

all from the privacy

of his NYC-based
project studio

STUDIO NAME: CrawlSpace N.Y.C
LOCATION: New York, NY

OWNER: Tommy Dog

STUDIO ANIMALS: Otis (rottweiler), Igor
(box turtle)

PROJECTS: The Brain People, Suicide King,
Sony, MTV: True Life “I'm A Hacker,” Ge-
offrey Holder “Prodigal Prince” for the
Alvin Ailey Company, Estee Lauder, Bob
Vila, Fredrik Lenz, Flash Cooney & The
Deans of Discipline, Law & Order (NBC),
Rebecca Stenn, Midian, Trips On Tape,
The Remains, Screaming Semon, various
other stuff ranging from obscure to the
weird, corporate voice overs. i
CONSOLE: Soundcraft Spirit
Studio 2482/RW1286
RECORDERS: Alesis “black-
face” ADAT (2] and ADAT
XT; JVC XD-Z507; Panason-
ic SV-3700; TASCAM DA-38
MICROPHONES: AKG C 414 B-
ULS, D 112, and D 120 E;
Electro-Voice N/D 757 and
RE-20; Neumann U87I;
Sennheiser MD-421 [2]
and MD-441; Shure SM57
[2] and SM81 [2]; Sony
ECM-220T; Western Elec-
tric 633A

MONITORING: Alesis RA-100;
B+W Rock Solid Sounds;
Yamaha NS-10M
OUTBOARD GEAR: Alesis Mi-
crolimiter and Midiverb;
Aphex Compellor and Type
C Aural Exciter Model 103;
BBE Sonic Maximizer 422A;
Boss SE 50; Carver Model C-
9 Sonic Hologram Generator;
dbx 120X-DS, 166, 172 Super
Gate, and 563X Silencer [2];
DigiTech DHP-55, Time Ma-
chine RDS 8000, and Vocal-
ist VHM 5; DOD Graphic
Equalizer R 430; Electrix
Warp Factory; Eventide

H30002 Ultraharmonizer; Fairchild 602
Conax; Fletcher Electroacoustics JOE-
MEEK VC3 Pro Channel; Hughes Audio
AK-100; Korg Kaoss Pad and SE-300; Lex-
icon Jamman, LXP-15, and Vortex; Mag-
necorder mic preamp (2]; Micmix Audio
Products XL-404; MXR Omni; Neve 1272;
Roland Space Echo RE-201; Sherman Fil-
ter Bank; Sony DPS-M7 Sonic Modulator
and DSP-F7 Digital Dynamic Filter Plus;
Tech 21 SansAmp; Telefunken V72 (2];
Yamaha SPX 90 11

ELECTRONIC INSTRUMENTS AND MIDI TOYS: 360
Systemns MIDIbass; Ace Tone Rhythm Ace
FR-3; Akai S2000 and S950; ARP 2600 and
Odyssey; Big Briar Etherwave Theremin;
Casio DG-20, DH-100, SK-1, and VL-Tone;
Charlie Collins Theremin; CM/RDSI Syn-
drum; Kat Drumkat 3.0; Dubreq Stylo-
phone; EMU Systems E-Drum, Morpheus,
Proteus/ 1, Proteus/2, Proteus/3, and Vin-
tage Keys Plus; Electro Harmonix Clap
Track, DRM 16, Instant Replay, RTG, Space
Drum, and Vocoder; Ensoniq ESQ 1; Ham-
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mond Solovox Model K and Solovox Mod-
el L; Hohner D6 Clavinet; Interactive Light
Dimension Beam; Korg DDD1, DPDM-110
Super Drums, and Prophecy; Linn LM-1;
Mattel Electronics Synsonics Drums; Moog
Music Minimoog; Multivox MX 150, MXR
Junior; Oxford OSCar; Q.R. Ghazala Photon
Clarinet; Q. R Ghazala Trigon Incantor;
Roland R-8m, TB-303, TR-505, TR-606, and
TR-727; Simmons Clap Trap and SDSV;
SoundShimmer Triwave Picogenerator;
Synchro-Voice MidiVox; TechnoMage
L.LLF.E.; Triadex The Muse; Wave Access
WaveRider Jr.; Wurlitzer 7300; Yamaha
FSI1R and TQ5

GIZMOS AND STOMP BOXES: Arion Stereo
Flanger; Boss CE 1, CE-3, DF-2, 0C-2, and
PS-2; DigiTech PDS-1002, Wammy Pedal,
and XP-300 Space Station; DOD FX25 and
Phaser 490; Dunlop Cry-Baby and TS-1;
Electro Harmonix Bass Microsynthesizer,
Bassballs, Big Muff Pi, Deluxe Electric Mis-
tress, Frequency Analyzer, Memory Man,
Muff Fuzz, Octave Multiplexer, Small
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Clone, and Small Stone; Greco HA-9P; Heet
Sounds E-Bow; Korg Toneworks G5; Mae-
stro Fuzz-Tone; Mike Matthews Soul Kiss;
Mooger Fooger 12-step Phasor; Musitron-
ics Mu-Tron Bi-Phase and Mu-Tron Il [2];
MXR Distortion + and Time Delay;
Pefftronics SB-101 Super Rand-O-Matic;
Pro Co Rat; Schaller Yoy-Yoy Bow-Wow;
Tech 21 XXL; Vox Repeat Percussion
MUSIC AMPLIFIERS AND PREAMPLIFIERS: Am-
peg SVTIIP; Electro Music Leslie 60;
Fender Super Reverb; Harry Kolbe Silent
Speaker; Marshall JMP-1; Valco Supro
Thunder Bolt S6420; Yamaha JX 30 B
COMPUTERS: Apple Power Macintosh 8500/132
184 MB of RAM], 9.5G HD; Sonnet Crescen-
do G3 PCI [300/152] with Digidesign Audio-
media IIl; Yamaha CRW4260T; Apple Mac-
intosh Quadra 650 [40 MB of RAM] with
Digidesign Audiomedia I
SYNC: JL Cooper Datasync; Mark Of The
Unicorn MIDI TimePiece I1
SOFTWARE: Adaptec Toast; Cycling ‘74
MSP and Pluggo; Digidesign Pro Tools
and Sound Designer; Intelligent Music
M, IRCAM Software package; Macro-
media Director Multimedia Studio; Mark
Of The Unicorn Performer; Opcode Sys-
tems Max; PG Music Band In A Box
EQUIPMENT NOTES: Tommy Dog states: Be-
sides using the ADATSs and digital software,
I really love the Soundcraft console. It's a
perfect organizational tool that sounds re-
ally clear and has great EQs. I have always
run a label out of my home [Stoned Tur-
tle Productions/SOD records]. With the
advent of CD-R, I no longer need to rely on
manufacturers when I do arecord — I just
fill the orders from my Web site as they
come. My audience is an under-
ground/avant/punk crowd, and that is my
background. I'm not “moving units” here,
I'm making music for its own sake.
STUDIO NOTES: Tommy Dog continues: Go-
ing from a project studio to having a com-
mercial studio and then going back to the
project thing, I've seen this job from dif-
ferent angles. Right now, I'd rather work
here behind the bubbles of my turtle tank
and have access to my record collection.
I can work at home then bring a CD-R over
to Sony or one of the other studios and
continue there. Since everything I do is dif-
ferent, I have to be able to create any
sound that I or whomever I am working
with can think of. Here at home, I have
musical instruments of every nature —
from traditional to toy. I can lay down a
solo on a Strohviol for one client and the
next day create just the right sound for
someone else with a rewired Speak & Spell.
I can only tell people to listen to music —
listen to everything. E®
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The mic that beget
the popular C451

MICROPHONE NAME: AKG C60

FROM THE COLLECTION OF: Ken Avant, Avant
and Associates, Upland, CA

PRICE WHEN NEW: Approximately $400
YEAR OF MANUFACTURE: 1960 through 1969
TYPE OF MIC: Vacuum tube condenser
POLAR PATTERN: Cardioid

FREQUENCY RESPONSE: 30 to 18,000 Hz
+2.5 dB; 20 to 20,000 Hz when used with
omnidirectional capsule

SENSITIVITY: -62 dBV (1 volt/dyne/square
centimeter)

RATED SOURCE IMPEDANCE: 50 or 200
ohms with N 60A power supply

TUBE: AC 701k

FILAMENT VOLTAGE: 4 volts DC at 105
milliamps

PLATE VOLTAGE: 120 volts DC at 0.6
milliamps

RESIDUAL NOISE: less than 20 dB SPL
SOUND PRESSURE LIMIT: For 0.5% harmonic
distortion, 117.5 dB SPL

DIMENSIONS: 20 mm diameter x 130 mm
length

MIC NOTES: Originally distributed in
the United States by Norelco (a division
of North American Philips Company),
the AKG C60 was the tube-based pre-
decessor to AKG's extremely successful
C451 and (later) C460 microphones. Ini-
tially, the C60 was supplied with the
CK28A cardioid capsule that employed
an aluminum diaphragm. The CK28A
was later revised to the CK1 cardioid
capsule that featured a gold-deposited
mylar diaphragm; the CK1 was subse-
quently used for the C451, and became
a popular choice among studio and live
sound engineers. An optional omnidi-
rectional capsule — the CK26A — was
also available. The C60 was discontin-
ued by AKG in 1969.

USER TIPS: Since response of the C60 ex-
tends down to 20 Hz, the microphone
includes a low-frequency rolloff switch
with positions for 0, -7, and —12 dB at
50 Hz. AKG recommends the -12 dB
position for vocal or solo use. Power to
the C60 is delivered by the AKG N 60A
outboard power supply, which con-
nects to the microphone via AKG’s MK
60 cable. E®

PHOTO BY EDAWARD COLVER



Al |

hd

pa0es
l ith the Yamaha 01V, you
| can creale the exact same
mix every time, right down o the EQ
‘ settings on input 12. That's because
the 01V digital mixer lels you save every
detail of its 32 paramelric EQs, 22
limiter/compressorfgales, two 32-hit 5
J ' cffects proeessors and 15 motorized I‘mlg:s.ﬁcn, when thie
l‘-\ time is right. you hit one button and recall the mix precisely
lf | and instan:ly. And, with an gxi’!mal SCQUECHCET, You can
" even let the 01V perform the entire mix. So last night’s
:' ) performance sounds exactly ltke tomormow’s.
| I ; JIWITAL PLHWER

‘// <3

- RELIVE THE P
REGULARLY.

™

The 01V comes with 24 inputs,
& husses, 6 aux sends and 12 mic
preamps. 11 that's not enough for you,
fink O1Vs together 1o ercale o much
karger digital console without paying
the price. Iy fact, the 01V comes in il
a paltry $1,999, o1 less than the cost
of all the “external™ digital gear it includes Iree.

Wil its advanced components mud its ability to
save past mixes, the Yamaha 01V should make your mising
future quite clear. Get one today at an authorized

Yamaha Pro Audio dealer.

) HE PEDPLY

& YAMAHA

" For mere information, visit www.yamaha.com/proaudio vr call (800)937-7171 ext. 632 tor literature.
1999, ¥amaha Corporation of America. Pro Audic Department, P.0. Box 6600, Buena Park, CA 90622-66000
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Prophets of the Future

Ten recordings that
technologically pushed
the envelope and helped
make recording what it

IS today

BY CRAIG ANDERTON

To go along with the “greatest recordings
of all time” theme, I wanted to highlight
ten recordings that were significant for
technical, not just musical, reasons.
What ties them together for me is that
they were ahead of their time, using tech-
niques and concepts that are now main-
stream, but once were radical. These were
the explorers who discovered new worlds,
and reported to the rest of us..and
whether you've heard them or not, you've
been influenced by what they did.

« Wendy Carlos, Switched on Bach.
It’s easy to forget that synthesizers
were once unstable, expensive, and
limited devices that were often consid-
ered a novelty. In the late '60s, though,
Wendy Carlos tamed Bob Moog’s mod-
ular monster sufficiently to put the
musical community on notice that syn-
thesizers were indeed musical instru-
ments. I don’t consider SOB her best
work (I'd vote for Digital Moonscapes),

but, remember, this was pre-MIDI and
pre-polyphony, so all the parts had to
painstakingly layered, one at a time,
onto analog tape. Nonetheless, the al-
bum had a degree of expressiveness
that was rare for synthesized work,
even by today’s standards.

 Miles Davis, Shhh/Peaceful. This
landmark recording sounds like just an-
other outstanding Miles track, until you
listen on headphones and hear just how
many splices there are. The music came
from playing into hours of
analog tape. The recording
was then edited down, viara-
zor blade, into about 18 min-
utes. Technologically,
Shhh/Peaceful anticipated
today’s recording mode
where bits and pieces of mu-
sic can be composited into fi-
nal, produced works. How-
ever, Shhh/Peaceful was done
without hard-disk editing,
digital backups, or visual dis-
plays, which makes the result
all the more remarkable.

« David Arkenstone, Val-
ley in the Clouds. 1 should
probably disqualify myself
from mentioning this be-
cause I was involved in the
mixing, but back in the mid-
'80s, this was the first project
I'd seen that delivered on the
promise of MIDI and DAT.
David had put together a
demo cassette using primitive
equipment — some Yamaha
TX7 modules, a Casio CZ-101
kid’s keyboard, Ensoniq Mi-
rage, and a Commodore-64-
based MIDI sequencer. After
the demo got him signed, he
transferred those same sequences over to
the Mac at a pro studio, and used the MIDI
data to drive far better-sounding instru-
ments. Those, in turn, were recorded onto
tape and mixed down through an auto-
mated console to DAT. The CD went on to
sell hundreds of thousands of copies— not
bad for a project started on a $199 com-
puter with 64K of RAM.

¢ The Mothers of Invention, We're
Only in it for the Money. Around the time
leading up to this album, Frank Zappa
had been working at Apostolic Studios in
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New York, which had a 12-track tape ma-
chine. The band I was in at the time
(Mandrake) worked there in between
Frank’s sessions; he had dozens, and
maybe even hundreds, of plastic reels
hanging on the walls with short bits of
tape containing various sound samples
(each was named — my favorite was
“Dynamite Blurch Injector”). In a way, he
was doing analog sampling, but had to
use tape recorders rather than
keyboards as the playback devices. I've
always considered Zappa as
someone who made acade-
mic electronic music con-
cepts, such as musique con-
créte, work in a pop context.

¢ Jimi Hendrix, Electric
Ladyland. For this record-
ing, Hendrix treated the
Record Plant studios more
like a gigantic signal proces-
sor than a simple recorder of
events. Mandrake had
booked time to do our sec-
ond album after Hendrix’s
sessions, and since he usu-
ally ran over, I often got to
see him in action. Tony
Bongiovi (later of Power Sta-
tion studio fame) was doing
most of the engineering
[Gary Kellgren and Eddie
Kramer are credited in the
liner notes] and then would
segue over to us, so we'd
benefit from some of the
techniques, too. (Inciden-
tally, Hendrix's flanging was
not the result of pressing on
the reel flange. Bangiovi
hooked up a variable sine
wave oscillator through a
Macintosh power amp,
which drove the recorder’s capstan mo-
tor. Varying the oscillator frequency
changed the speed of the motor.) In any
event, with Electric Ladyland, the pro-
cessing of sound itself became a core
component of the music, not just an as-
pect of recording quality.

¢ Karftwerk, Trans-Europe Express.
Although they had a hit in the mid-"70s with
Autobahn, that was more the result of an ex-
perimental electronic music band dabbling
with rock chord progressions. Meanwhile,
overin the U.S,, guys like Kool Herc were re-



defining dance music. The two worlds col-
lided to perfection on Trans-Europe Express,
which matched the hard beats of American
R&B with the experimental electronic sen-
sibilities of post-war Europe. Anticipating el-
ements of trance, techno, and loop-based
music, when TEE shows up today in a DJ’s
set, it still sounds fresh.

¢ Phil Spector. It’s pointless to men-
tion individual recordings, because, on al-
most all his recordings, Spector’s “Wall of
Sound” brought sound qualities of Wag-
nerian proportions to rock ‘n’ roll. Prior to
Spector, rock had tended to be a stripped-
down affair. But Spector piled on the in-
struments and hired the cream of session
musicians (like Hal Blaine, whose drum-
ming was a major brick in that Wall of
Sound), creating powerful sonic backdrops
that exploded from your speakers. In par-
ticular, Ike and Tina Turner’s “River Deep,
Mountain High” shows what happens
when you marry a stunning vocal perfor-
mance with a Brobdingnagian instru-
mental track — guaranteed goosebumps,
no matter how many times you've heard it.

* LA Style, James Brown is Dead. Okay,
a disposable tune from a one-hit wonder.

Nevertheless, in the early '90s, this blast of
overcompressed techno didn’t only chal-
lenge R&B conventions (hence the title),
but challenged using the studio in the pur-
suit of perfection. It was fast, rebellious, re-
lentless, and very lo-fi. While not the first
to embrace this style, James Brown is Dead
arbitrarily gets the nod here because it ac-
tually charted in the U.S., which, as a whole,
was oblivious to the musical revolution
forming around techno.

e Public Enemy, It Takes a Nation of
Millions to Hold Us Back. It’s probably un-
fair to credit Public Enemy with integrat-
ing the elements that are now the staples
of '90s-style music making (raps, loops,
samples, turntables, etc.); they had all ex-
isted before. But with this CD, PE took rap
to the next level by mastering these tools
as no other group had done. They created
akind of organized chaos that was (and re-
mains) unnerving, exhilarating, provoca-
tive, and original; even today, older PE cuts
show up regularly in D] playlists.

e The Beatles, Sgt. Pepper’s Lonely
Hearts Club Band. As the old saying goes,
Sgt. Pepper’s shows just how much you can
do with a 4-track (well, several 4-tracks, but

who’s counting). Actually, though, what Sgz.
Pepper’sreally showed was what happened
when you combined songwriters at the peak
of their art, a producer (George Martin) who
was old-school enough to lay a solid foun-
dation based on fundamental musical val-
ues (like arranging) but forward-thinking
enough to take it further, and the multitrack
technology that was just starting to blossom.
When Sgt. Pepper’sarrived, the art of record-
inghad, to use a quantum mechanics anal-
ogy, jumped one entire electron shell.
Well, that’s enough for now about the
past (it’s a nice place to visit, but  wouldn't
want to live there!). Enjoy the next century.

Author/musician Craig Anderton has
lectured in 10 countries and 37 states
on technology and the arts. He is the
author of Home Recording for
Musicians and Multieffects for
Musicians (available at www.
musicbooksplus.com). Two of his
tunes were recently remixed and re-
leased on German compilation CDs;
his next CD, Sexy World, will also be
available as an ACID loop library.
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CD Stompin’ Grounds

In which our erstwhile
columnist jousts with
the CD Labeling
Monster and comes
out on top. Sort of....

BY AL KOOPER

Hi again! Remember me? The guy who's
burning CDs until 5 AM every night?
Well, someone said they had two words
for me: CD Labeler. Oh no — another
can of worms. However, I gave it the old
college try with the “thorough journal-
ist evaluation.” At first, I even pitched it
to EQ as a separate article — but, once
I got in the trenches, I found there is
only one choice for the working man’s
engineer/producer/project studio.

Let’s examine the options: Memo-
rex makes a “CD LabelMaker Kit.”
Neato gives us the “Neato 2000 CD La-
beler Kit,” and CD Stomper(!) manu-
factures the “Pro CD Labeling System.”
If there are other alternatives for the
Mac, they are impossible to locate in
Boston or New York City.

These various products all offer

three items inside their various pack-
agings: A CD-ROM of templates and art-
work, and various labels. (Some have
tray cards, J cards, and four-page book-
lets. All of them have CD labels and J
cards.) Last but not least is “the device.”
This is a plastic, spring-loaded, CD-size
stamper that holds the label gummy-
side-up and pushes the hapless CD
against it, ensuring virtually error-free
affixing. All the “devices” are different-
looking, and yet all operate exactly the
same. These guys all read the Copyright
Infringement For Dummies book.

I'went to the mega-discount-buy-in-
bulk store and they had the Memorex Kit
in stock. I bought that (with 100 addition-
al labels bundled in for free) for $29.95. I
took it home, inserted the CD in my Mac,
and it made some weird noises and would-
n’t play or show up on the desktop. I toyed
with it for the better part of the hour, un-
til I realized by comparison with other discs
that booted up okay, that the Memorex disc
must be warped. I exchanged the package
for another, and the same thing happened!
I think their packaging is the culprit. The
disc s left to fend for itself at the bottom of
the package where it easily could become
warped. This kinda put Memorex out of the
running — without templates, you're kin-
da standing there in the year 2000 with a
Dixie cup and a piece of string.

Next up was Neato, which had just
made a distribution deal with a utilities
company called Fellowes. They changed
the original Neato’s packaging, but the con-
tents were still the same as the original box.
In fact, they had three different packages
out there in the marketplace, confusing the
hell out of this writer. In actuality, as I said,
they all contained the same contents.
Once I got into their software, all hell broke
loose. First off, a template came up with
three labels on it. How dumb is that? I bare-
ly have use for a second label. CDs are not
two-sided, ya know! When I tried to access
their online manual, a trouble window
opened and told me I had to update my
copy of Adobe Type Manager. Who has
time for stuff like this? I just wanna put a lit-
tle label on my project and then go cele-
brate by watching the E channel.

It appeared that you had to work in
tandem with a graphics application like
Adobe Photoshop or QuarkXpress to
actually design a label. I don’t know
about you, but musicians and engineers

O ECEMBEHR 19 99

use a certain side of the brain that is di-
ametrically opposed to something like
Quark. I'm not saying that some of you
out there can’t run a console and design
atray card at the same time, I'm just gen-
eralizing. Quark is an application that
screams to have your face buried in its
huge manual every step of the way. Pho-
toshop is a little more user-friendly, and
I own that program, so I tried linking it
up with the templates on the Neato's
disc. After a frustrating 45 minutes, I
called Neato. I got the public relations
department on the line and they actual-
ly admitted to me having trouble with
their Mac software! They claim there is a
recent upgrade on their Web site that
works a lot better. They even sent it to me
overnight FedEx. I had no better luck
with it. 1 packed up the Neato contents
into the Neato box and took it back to the
Neato store. I also recommend that you
don't attempt to download their upgrade
on AOL, as it takes hours. That, my
friends, is a fool’s errand.

Last, but not least, was the CD
Stomper. The name scared me right
away. I pictured some rednecks brewing
moonshine and manufacturing software
and labels in a drunken stupor. I was
wrong. I plugged the software in and
this was, thank heavens, a truestand-
alone application. Now their software
was buggy, but I don’t really mind
that. When buggy software happens, I
take it as a personal challenge to out-
think the bug and the computer. If
you've ever successfully worked on
buggy software, you know what I mean.
It’s like you outsmart the computer. You
get your desired final results, but you
have to outthink the computer the
whole way. That's how it was with CD
Stomper. When you start up, it asks
which of five languages you wish to
work in — every time you start it up.
This gets old the second time.

Then you select a template to work
on. The templates for the disks that
were supplied had two labels, two
spines, and two Zip labels on each
sheet(?). Well, the spines were handy,
but the Zip labels were...well...opti-
mistic. I think I own seven Zip disks and
they come supplied with color labels al-
ready on them. Stomp Guys, please re-
think this. So, after selecting the

continued on page 134
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Arif Mardin: AHlantic’s Hit Man

A talk with the man

behind some of the

greatest recordings
of all time

BY ALAN DI PERNA

ArifMardin’s accomplishments as a record
producer, arranger, and business executive
have made him a mainstay at Atlantic
Records. His work with artists like Aretha
Franklin, Bette Midler, Chaka Kahn, Car-
ly Simon, Roberta Flack, Patti LaBelle,
Whitney Houston, and, most recently, Bar-
bra Streisand, Diana Ross, and Jewel
have earned Mardin a reputation as a
“ladies man,” musically speaking — a pro-
ducer with a special affinity for the great
divas of popular music. But he has played
a role in many other genres, having pro-
duced successful records for artists as di-
verse as the Bee Gees, Hall and Oates, the
Average White Band, Ringo Starr, and the
Smashing Pumpkins.

An old-school gentleman
and all-around man of the
world, Mardin was born in 1932
in Istanbul, Turkey, the native
country of Atlantic’s co-founders
Ahmet and Neshui Ertegun.
After studies at Istanbul Uni-
versity, the London School of
Economics, and Berklee College
of Music, he joined the Atlantic
Records staff in 1963 as Neshui
Ertegun’s personal assistant.

He quickly rose through the
ranks, becoming manager of
Atlantic’s legendary New York
recording studio and, in 1969, a
company vice president. Working
alongside the Erteguns and pro-
duction pioneers Jerry Wexler and
Tom Dowd, Mardin helped estab-
lish Atlantic as one of the great
American record labels. His work
has won six Grammys, among
many other honors. He was in-
ducted into the National Academy
of Recording Arts and Sciences’ Hall
of Fame in 1990. Now in his 36th

year at Atlantic, Mardin is still actively and
passionately involved in the worlds of R&B,
Jazz, pop, musical theater, and even opera.

EQ: By the time you joined Atlantic in
1963, the in-house recording studio had
already been operational for three or four
years.
Arif Mardin: Correct. It was built by the leg-
endary engineer/producer Tom Dowd,
who is still very active. Through Tom’s in-
sistence, Atlantic Records had the most cut-
ting-edge technology available at that time.
They had an 8-track Ampex multitrack. It
used 1-inch tape. The unit was like a little
skyscraper with eight amplifiers stacked on
top of each other. Of course, Tom would
record live to amono tape, with the correct
EQ and reverb and everything, and that was
the finished product. That’s how everyone
did it back then. But he would simultane-
ously record the session on 8-track with
different instruments and vocals on separate
tracks. So later on — especially when stereo
became more popular— we were able to go
back and remix a lot of the songs. We had
them all on 8-track.

And that was the studio I entered
when Neshui Ertegun brought me into At-
lantic. I really learned the recording and
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mixing part of the business from Tom
Dowd. He was my mentor. I didn’t know
anything. I would mix tapes because I was
asked to. There was a big backlog in jazz
at the time, and I had to mix some of them
— Charlie Mingus and John Cboltrane. I
would mix them and bring them to Tom
and he would say, “Alright, a little more
drums here, a little more bass there.”
Things like that. After that, I went on to
mix a lot of Aretha’s records, the Average
White Band, and a lot of things. Now I
don’t mix the records I produce, but I still
have a hands-on attitude as a result of
those early experiences.

How did you come to be appointed
studio manager at Atlantic?

Well, Iwas Neshui Ertegun’s lowly assistant,
doing tape vault research and things like
that. And I guess I kind of rose up from there.
I really learned the business from the bot-
tom up. Quality control, mastering, booking
the studio...I was doing everything.

From your studies at Istanbul Univer-
sity at London School of Economics
you had a firm grounding in business
that complemented your studies in
composition.

Right. And I was a Berklee College gradu-
ate with a major in arranging, orchestra-
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tion, and composition. So I was a little
overqualified. But my talents were dis-
covered two years later and I started to
write arrangements for almost all our acts.
String arrangements. Horn arrangements
for Wilson Pickett and many other artists
on the label.

Give us a sense of what it was like in those
early days of in-house production at
Atlantic.

It was a very heady atmosphere. Ahmet
Ertegun might send in Buffalo Springfield
masters from Los Angeles or Led Zeppelin
masters from London. Jerry Wexler would
go down South and he would send in a lot
of great Stax masters. New York was sort of
the hub, where all these tapes would be
sent. And I was in the
middle of all that. There
was plenty of recording
being done in New York,
too. Cream would be in
the studio. And Tom
Dowd and I produced the
Young Rascals in the mid-
'60s. Later on, in 1966,
when Aretha Franklin was
signed, she would record
in New York, too. So those
were exciting days

The Young Rascals were
your first rock act?

Yes. Supposedly, I was
the music man at Atlantic,
doing orchestrations and
things, but I really learned
production working with
the Young Rascals.  went
to school with them. And
it was a lot of fun. Their
antics were like Marx
Brothers films in the stu- °
dio. And my first record
[i.e., as a producer] was
[the Young Rascals’]
“Good Lovin’.” It was Number One. | was
bitten by the bug after that.

With so many great producers on staff at
Atlantic — Jerry Wexler, Tom Dowd,
yourself — how did each of you go about
establishing his own niche?

That came in time. All in all, there weren't
too many people working at Atlantic. It was
a small company. We would run into one
another’s offices with acetates, saying,
“Hey, this is what I did.” People would lis-
ten and comment. It was an ongoing cre-
ative environment. I had a great rapport
and friendship with Tom Dowd and Jerry
Wexler. We did [Dusty Springfield’s] Dusty
in Memphis together, and some of the
Aretha Franklin albums. However, I think

I established my identity on projects I did
not do with Tom or Jerry. I was given the
job of doing Brook Benton. I was all alone
in Miami recording him live. Jerry Wexler
said, “Why don’t you do this Tony Joe
White song called ‘Rainy Night in Geor-
gia?’ ” We did it, and I guess  had my im-
print on it. I started to develop a certain
style. Especially in the mix. I like to have
alot of layers — different horizons in the
background. “Rainy Night in Georgia” was
a very beautiful and successful record. I
would say that was maybe the beginning
of my breaking away from my other two
partners.

Whatkind of role did you have in the Bee
Gees’s musical and career transforma-

down to Miami and said, “Whoa, this is
great.”

Working in the studio with the Bee
Gees, the atmosphere was really charged.
We would bounce off one another. | had an
ARP 2600 synthesizer. We had bass lines
played on that — and chords. It was a
monophonic synthesizer, but we built
chords track by track. We did a lot of stuff
with the ARP that I guess was cutting edge
at that time. And then Barry Gibbs dis-
covered that falsetto voice. He credits me
with being the catalyst there. There was a
vocal line in a song and I asked him, “Can
you take that up an octave?” In order to
sing it an octave higher, he had to go into
a falsetto voice. So that’s how it happened.
They changed labels

shortly after that, so I
wasn't able to work
with them for a long
time, like when they
made that great, suc-
cessful Saturday Night
Fever album. But 1
guess the album be-
fore that, Main Course,
had a lot of those ele-
ments in place. Then,
of course, I worked with
them again in the '70s
and ’'80s. We're great
friends.

You've worked with so
many of the great divas
— Barbra Streisand,
Aretha Franklin, Chaka
Kahn, Patti LaBelle...
Are any of them one-
take vocalists?

With today’s technolo-
gy, you have more
choices, of course. But

Phil Collins and Chaka Khan
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tion? They started out as a Beatlesque vo-
cal harmony group, then all of a sudden
they were this disco hit machine.

1 think maybe I planted the seeds. I made
an album with them called Mr. Natural. 1t
was a very nice album, but it was a disap-
pointment commercially. So the next al-
bum we were doing I said to them, “Why
don’t you listen to some of these people
like Stevie Wonder?” You know, the cur-
rent R&B singers and songs. They did, and
out comes “Jive Talkin’.” We didn’t know
we were doing dance records, for example
on “Nights on Broadway.” We just thought
we were making a record. But when Ah-
met Ertegun and the Bee Gees’s manager
Robert Stigwood heard it, they came

with Barbara Streisand,
forexample, it’s always
alive vocal. She will do a few takes live with
the orchestra. And then we may pick and
choose a few lines from different takes.
With Bette Midler, it’s the same thing.
Sometimes you have a great live perfor-
mance that you want to keep. Or, if you
want, you can dress it up with a few choice
lines from other takes.

There are stories that Streisand is difficult
to work with.

Contrary to what everybody is saying,
these divas are wonderful people. Just like
any deserving artist, they have the right to
be alittle more picky than usual. I think my
secret with them is I respect their genius.
If Bette Midler says, “You know, I'd ike to
cut one bar out in this section,” I don’t say



to myself, “What does she know?” I say,
“Wait a minute, she may know something.
Let me honor that request.” And we werk
together. It’s her record. That's why they
respect me and I respect them. I have no
problem when I work with these ladies at
all.

What is your approach like to selecting
material for an artist? What do you look
for in a song?

The material really has to be married to the
artist. Can the artist make this song his or
her own? It could be a wonderful song like,
“Wind Beneath my Wings” or “From a Dis-
tance” with Bette Midler. Or it could be
more of a novelty/dance song like “I'm
Beautiful.” As long as it sounds natural, not
contrived — and there’s a story. That’s
what I look for. Or sometimes I'll com-
mission a song. I'll call Dianne Warren and
say, “I'm working with so and so. Would
you send me a song?” And she will. We did
a song with Roberta Flack a few years ago,
with Maxi Priest as a guest vocalist. And
[Dianne Warren] sent me a song. It was
called “Set the Night to Music,” and it was
a Top 10record.

Do you see any trends in songwriting right
now? What seems to be working?

Well, the Backstreet Boys remind me of the
Bee Gees: love songs with a beat. Hand-
some young men. So maybe the trend is
going a little bit toward romanticism. The
Latin explosion has been a great shot in the
arm for the industry, of course. And there
are artists like Brandy, Maxwell, and Eric
Benet — people who actually sing songs,
which is great. I am from the old R&B
school. I want a good melody to be sung.
What impact has the project studio had on
the industry?

I think it has had a big impact. For a few
thousand dollars, you can record a digital
master in your home studio. This gives a lot

Arif with David Bowie
e N

of power to young, aspiring producer/en-
gineers. But, of course, to have the equip-
ment is nat enough. You have to find the
artist, whether it’s you yourself or someone
else. But once you have that, you can
record at home digitally.

Has all that played a role in the way you
work on album projects?

Yes. I have a sort of musical family here
in New York and in Los Angeles:
arrangers, producers, and musicians
who all have their own project studios.
If I'm doing a project, | work on arrange-
ments with these people in their project
studies. I'm very hands on. I come up
with an idea, or they do, and we change
the arrangement. Then we bring the
artist to the project studio and do a
guide vocal to make sure everything is
alright — that the key is OK, and things
like that. This way we don’t waste time
when we go in to cut the master. Pre-
production is very, very important. How
long it takes to get to the chorus and
things like that. And those decisions are
always made in consultation with the
artist. For example, we did the prepara-
tion for Jewel’s Christmas album almost
entirely on the phone. She was on the
road. She’'d go to her music director on
the road and try a few keys for songs.
Then she’d get back to me and say, “Al-
right, I'Ml do ‘Silent Night’ in G.” Then 1
would send mock-ups to her — arrange-
ments done in these various project stu-
dios. If there was something she didn't
like about the arrangement, we’d make
changes. So, even though she was on the
road, when she came in the studio to
sing her vocals, she was familiar with
what we had done. It was as if she had
been there for the whole preproduction
process. So all this project studio tech-
nology is really great.

Better.

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

Cleaner.

100 kHz bandwidth. Meticulous circuit
design and layout.

Cheaper.

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

—Craig Anderton, EQ

RNC1773
Really Nice Compressor

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

$1 99-MSRP

FMR Audio

Austin, Texas

1-800-343-9976

www.fmraudio.com

CIRCLE 52 ON FREE INFO CARD

Rea]]y Great Mic PreAmps.
MP-2: Jensen Xformer class-A discrete.
MP-2X: Xformerless balanced throughput.
Both are ultra—clean, ultra—low-noise,
ultra—great value.

reart /uver

0514551846 www.great riverelectronics.com

CIRCLE 7 ON FREE INFO CARD



(TEcHNiauEs RUISIIINE

Working with Billy Corgan on the Christ-
mastime project, was there a similar ex-
change of tapes and ideas back and
forth?

The same kind of thing, yes. He sent me
a DAT of his composition — a keyboard
version of it and a guide vocal. And |
asked, “Could I extend this section a few
more bars here and there?” What we did
was we kept his keyboard part. We put it
on tape with SMPTE and I wrote my or-
chestral arrangement — strings and
woodwinds — to that. And then he
came in and sang. He was also there
when we did the orchestral overdubs.
He’s a very nice man and very erudite.
He knows a lot of things — literature and
things like that. A very well-educated
young man.

Do you have a favorite console you always
work on?

Right now, I'm working on an SSL 9000.
And the Neve Capricorn is very helpful,
especially in sessions like the one I did
with Barbra Streisand. She was at home
in Malibu and we’d play her the mixes
from New York, over fiber-optic tele-
phone lines using EdNet. She would call
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GET ON AND GET OFF.

and say, “Can I hear yesterday’s mix
again?” And with the Capricorn we
didn’t have to wait hours for a recall.
Press a button, and it’s there. Especial-
ly if you stay in the digital domain, or
just use a very few analog effects on the
outside. So it’s a great time saver and, of
course, an excellent-sounding console.
We were able to mix five songs in seven
days.

When you write orchestrations, do you do
it in the traditional way, on paper?

Yes. I do it on paper. Some of the
younger people I'm working with play
their orchestrations into a sequencer
and then print out a score. But the print
out is a little too mechanical, so you
have to send it to a copyist and hu-
manize it. I just write on scorepad. I
used to write all my arrangements on a
piano. But now I do have kind of a so-
phisticated synthesizer setup at home.
I’'m not a big computer man. I play
things by hand, but I have a Kurzweil, a
Roland 2080 with all the expansion
cards, and an old Alesis drum machine
just to keep time sometimes. And I have
a TASCAM DA-88 for recording these
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instruments. So I do try passages with
actual sounds. I'll say, “This sounds
good, but maybe I should add a clarinet
here.” So I'll go back to my scorepad and
add these things. I used to be able to do
it all on piano. Now I write on synths the
actual sounds I'll be using, so I don’t
have to imagine how it’s going sound.
I'm cheating.

What are you working on currently?
Right now we’re doing Sessions from West
54th Street. We re-recorded Jewel’s
Christmas album based on that, and
we’re working on the mixes. I've put my
own projects on hold this past summer to
concentrate on the Jewel project. But I
am working on an album of my own. It
will have some art songs and some jazz-
influenced material. I have to put that to-
gether. I also wrote an opera, which has
been a sort of ongoing, moonlighting pro-
ject for me. In June of '98 it was per-
formed in a loft in New York for one week.
Now I have to try to find a new home for
it. I have a Synclavier kind of simulated
orchestra version, with the cast singing.
I don’t think people usually do a demo for
an opera, but I've got one. E@
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to use. And there’s good reason.

Hafler has been building reference studio amplifiers

& for over 25 years. Innovative technology and forward === |
. 5, thinking have always been the difference between
© _  Hafler and everything else. Patented technologies
« S0 ke transenova and Diamond that provide a simpler
"' gain path for lower noise and distortion. TRIVIG
e

Technologies that have made Hafler the music pro-
_ fessionalfs choice in studio amplifiers for years. Technological
advantages that no one else has.

Now these same technologies are part of the =E
Hafler TRM Series. Two near-field rnonitors - TRM6 |
. and TRMS - are huilt to give you the purest music
M _._________ypu can get out of a package their size. Two sub-
: ' onitors - TRM10s and TRM12s - provide
distortion bass and impact that glve new ll'Ma

Hafler,
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Naﬂer onitors all use proprietary drivers that we design and
build t6 work in perfect harmony with their - -
built-inelectronics. Hafler monitors don't "
use hig frequency compression, so you get
real dy@iemic range at levels well over 120dB.
Our 2448 per octave electronic crossovers
are digitally designed to €nsure seamless

“mrr rperformignce from low to high. And Hafler's TRIVI10¢

ultra-rigid sixth order enclosures ensure that only

music reaches your ears.
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5 Hafler monitors will deliver mixes that 3 - (
are right on, with sound quality translat-
ed perfectly every time. One listen,and

you'll get it.
» It’s the buzz.
: TRM125
% KoL - —
~amm  Hafler
Comecy@hafler.com 546 South Rockford Drive - Ternpe, AZ 85281
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Mastering for vinyl
makes a comeback —
and Precision Mastering
leads the way

BY JOHN TOWNLEY

Celebrating its 20th anniversary, Hol-
lywood’s Precision Mastering is ringing

PHOTO BY HENRY DITZ

LACQUER STORE: Larry Emerine (left)

in changes on both the technological
and personnel fronts. Since opening its
doors in 1979, Precision has mastered
many great artists: Alice In Chains,
Amy Grant, Beck, Barenaked Ladies,
Cake, Counting Crows, Bob Dylan,
Eurythmics, Fleetwood Mac, Pink
Floyd, Don Henley, Janet Jackson,
Kiss, Nirvana, Roy Orbison, Tom Pet-
ty, The Red Hot Chill Peppers, Prince,
REM, The Rolling Stones, Seal, Rod
Stewart, Stone Temple Pilots, Barbra
Streisand, Tina Turner, Stevie Wonder,
and Frank Zappa. Although still based
inside the same building in which it

O ECEMBER 1 9 9 9

started life as Precision Lacquer, the
Hollywood-based facility has moved
on considerably from the days when it
was comprised of just one suite with a
custom-built console.

Now boasting a state-of-the-art
four-room setup with Sonic Selutions,
Manley, Sontec, dB Technologies, Har-
monia-Mundi, Weiss, Prism, Genesis,
and Tannoy equipment, Precision Mas-
tering is starting to realize owner Larry
Emerine’s long-held ambition to ex-
pand its facilities and diversify its client
base. But although he’s mastering
everything these days from Sarah

and Tom Baker know that vinyl isn’t dead,
in part thanks to a burgeoning DJ market.
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McLachlan to Nine Inch Nails, plus a
holistic hamper of hip-hop and dance
club singles, he’s mastering in a medi-
um he never thought would see the new
millennium: He's mastering in wax.

Well, lacquer, actually, but it’s the
very same medium the Beatles and
Stones were carved into and most in-
dustry buffs thought was history. We're
talking supreme analog retro here, and
he’s doing a land-office business.

Why not stick with industry-stan-
dard digital mastering and the CD? The
answer is simple — because vinyl discs
are suddenly popular, they’re versatile
and favored by DJs, they make extra
money for the labels, and, some say,
they sound better.

Anyone with open eyes will have
noticed that discs are making a come-
back — major big-city outlets coast to
coast have whole vinyl sections these
days, and you can find your choice of
half-a-dozen good turntables at large
gear dealers. Someone is feeding that
market, and that someone is Larry and
his lacquer-mastering master engi-
neers such as Rick Essig, Tom Baker,
and Don Tyler.

Why vinyl, why now? Larry ex-
plains: “Nine Inch Nails, for instance,
put a two-record set out. The vinyl is dif-
ferent — different versions, endings —
which means the collectors are going to
buy them. And black vinyl is like an an-
tique to kids today, and with all this art-
work. We can always argue that vinyl
sounds better, but we took Tom Petty to
vinyl, and when we played it back I was
surprised at how musical the vinyl
sounded. You take something that you
thought sounded good anyway, but a lit-
tle edgy, and you cut it on vinyl and you
play it back, and it comes back somehow
warmer and sweeter. It’s amazing. I'd
heard the record for three months, yet
I'm taking the same information off the
computer system, cutting it, and it
should sound worse, but it sounds
more like music. I think it has something
to do with the mechanics of the way
vinyl works and the way you have to re-
formulate the sound, so it comes back
more musical. I think that kids are tun-
ing into that, too.”

Not just the kids, but the folks who
get them up and dancing, Larry explains:
“Rick cuts vinyl because the DJs like vinyl.
They can play CDs, but they really like
vinyl because they know it’s going to start,
not going to tick, or have any digital skips
going on. They can get their fingers on it

— they can put their headphones on and
feel where the beat is. There’s a thing you
can do with vinyl that you just can’t do
with CD. If you watch them work, you can
see why they want vinyl. I don’t know
whether they care about how it sounds,
but I suspect the same issues work in a
dance club. If you scrape some of that su-
per-high end digital junk out of there and
give it a little natural, warmer midrange
— and the bottom is always better on
vinyl — you get a sound that is just more
pleasant to dance to.”

Is this a totally retro history trip, or
is mastering for vinyl a different ball
game these days? Both, according to
Emerine: “I think we'’re cutting 4-5
dBs hotter than we used to, and there’s
more equipment to control the high en-
ergy as well. Recording blanks are qui-
eter now than they were. We got out of
vinyl and got into DMM (copper mas-
tering) because the blanks were noisy,
but now you can get blanks that are
good almost all the time. There was a
time when nobody was making a blank
that was any good, and it was a night-
mare — we did so much recutting. But,
at least since we've been doing it again,
they've been shipping blanks that work,
without the recutting issues we had ten
years ago. DMM never sounded as
good, but it was quieter, so we convert-
ed — plus you can cut longer sides with
them — but it was slightly cold and
metallic sounding. We lived with it, but
now we're back. It may not last, but it
seems like every act that comes through
here cuts vinyl as well.”

Cutting engineer Rick Essig agrees:
“Big or small, the acts are all putting out
vinyl. The big labels still like to release
any singles they put out on vinyl, doing
anything from four to six remixes. The
assimilation of hip-hop into pop has
crossed over so much that they're trying
to get as many platforms out there as
possible. You get the DJs playing records
they might not have been playing five or
ten years ago, but the club scene has
changed so much these days that they're
playing everything. They're remixing
Tory Amos songs to be underground
club tracks as well — you can’t even tell
it's the song that was on the album.”

But even in the best of worlds, mix-
ing analog and digital approaches can be
a problem. Even with the best state-of-
the-art equipment, bits and grooves,
sometimes, are a hard marriage, explains
Rick: “The cutters themselves are able to
deal a lot better with program, with a lot
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better filtering systems, so a lot of the
time you’re just cutting what was done
for the CD. You're not getting into much
special unless you're getting into time
constraints, since CDs are longer and you
can only get 42 minutes onto a vinyl side.
It's a trade-off between time and volume.
Types of content are more problematic,
as with today’s samplers, you're dealing
with a lot of straight, digital content,
which vinyl does not like. A lot of sam-
ples will have pure square waves, and a
lathe cannot cut that. And you run into
problems with phase and phase relations
— like you can’t have a kick dram float-
ing around left to right — a lot of tech-
nical things that the older guys always
knew, which younger guys have no clue
about. But the machines themselves
are cutting a lot better than they used to,
so you win half the battles, but then you
have other battles to fight in terms of
these new kids.”

But whatever Rick is faced with, he's
got demanding DJs at the end of the food
chain, regardless of what younger artists
and producers churn out: “A lot of the
electronica stuff is what’s going into the
clubs, so you have guys churning this
out in their basements, which is a great
trend, but some of it is a headache when
it comes to putting it down on vinyl. For
most of my clients, I'm doing pretty
much EQ, so, when it comes out on
vinyl, the DJs will know it’s club-ready
and playable — because if the record’s
not loud enough or it’s dull, they just
won'’t play it. They want a competitive
record put out no matter what they give
me, so it’s my job to put the spit and pol-
ish on it.”

Vinyl records aren’t the only tech-
nology the old-timers may have got bet-
ter. Laments Larry: “Tapes sounded bet-
ter back then, too. I listened to some old
tapes of the Doors and they sounded like
they were recorded yesterday. I couldn’t
believe the difference from what we’ve
got today. They took out some of the
chemicals that were in tape back in the
'70s because they were carcinogenic, and
now the tapes don’t sound as good as
they did in the old days.”

What a trade-off...

Producer/engineer John Townley de-
signed and built the first-ever 12-
track studio back in 1967, where
every mix eventually wound up on,
well, a lathe. And, like that venerable
instrument, he still finds it difficult to
turn sharp corners...
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“The sound quality of Lucid converters is excellent. They give
a sheen 1o the sound without artificially coloring it.”
=

Marcus Miller Producer, composer

"Lucid converters add a depth to the mix that you can't get
going straight into a DAT. You can hear the difference.”

Jason Mites Producer, arranger, composer

“With the 8824, we get extremely clean sound on our Sonic
system. Even the people-in the dubbing room are satisfied.”

Jim Henrikson Music editor for James Horner
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ADAB8824 (ADAT)

Your computer becomes a pro recording studio
with this audio interface for ADAT-optical
lightpipe gear. Transfers eight channe's of
digital and analog I/O simultaneously.

ADAB8824 (Sonic)
Same capabilities as above, except designed
specifically for SonicStudio workstations.

AD9624 and DA9624

First-class converters with superior imaging and
realism for use during recording, mastering,
and post. Each supports 96kHz sampling.

Lucid Technology

Get the most pristine sound from all your

audio gear using 24-bit converters from
Lucid Technology. These units preserve
the smallest soni< details, revealing

the true depth, richness, and clarity of

your recordings. So you can count on

uncompromising quality on every project.

The best part about this converter pair is how they sound.
The conversion is first rate, with attention to detail not
only in the digital doma'n, but also in the analog circuitry. "

George Petersen Mix Magazine September 1999
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THE BEST

RECORDINGS

OF ALL TIME
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ith the end of the millennium quickly approaching us,
it seems everyone is looking back at the “millennium that

was.” Who are we to buck a trend? The following pages

hold your votes (gathered through www.eqmag.com) for
the best sounding recordings of all time. We're not talking
performance quality (but, of course, that plays into it) —
just the quality of the recording. Most of the albums on
this will come as no surprise — but perhaps that’s all the
more reason to give them their due now. They pushed the
envelope of recording in the 20th Century, and inspire us

to take it even further in the 21st.



Sgt. Pepper’s Lonely
Hearts Club Band
(1967)

The Beatles

Nothing less than a milestone in the history of recorded music,
Sgt. Pepper’s Lonely Hearts Club Band solidified The Beatles’s
efforts to establish pop music as a “serious” art form and
forever changed the way records are made. To think that Sgt.
Pepper’s was produced more than 30 years ago is almost fright-
ening in light of the sounds that were invented and recorded for
this masterpiece.

In late 1966, The Beatles — along with producer George
Martin and engineer Geoff Emerick — went into Abbey Road'’s
Studio Two to begin recording songs for their new album. Iron-
ically, the first two songs recorded in the Sgt. Pepper’s sessions
didn’t appear on the album. “Strawberry Fields Forever” was
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first, going through many revisions both musically and sonically.
On November 24, 1966, The Beatles recorded “Strawberry
Fields...” on a 1-inch, 4-track Studer J37 tape machine. All of the
rhythm instruments were recorded to one track; George
Harrison’s slide guitar was recorded on the same track as the lead
vocal. This simple version was never released. The song debuted
anew instrument called the Mellotron, an analog sample play-
back machine that produced sounds via tape loops triggered by
a keyboard. You can hear the Mellotron’s flute sounds on the fin-
ished version of the song.

As “Strawberry Fields...” evolved, it became quite a bit dif-
ferent from John Lennon’s original intention. Ultimately, the
song was re-made with an arrangement including brass and
strings scored by George Martin. Lennon liked both versions of
the song and asked the producer to join the beginning of the
original version with the end of the heavier, orchestrated
version. Unfortunately the two versions were recorded at dif-
ferent speeds, in different keys. Legend has it that Lennon told
Martin, “You can fix that!” and so began Martin and Emerick’s
efforts to do the edit. As fate would have it, the faster version
was also higher in pitch by a half-step. Slowing down the fast
version and speeding up the slower version allowed Martin and
Emerick to perform an (almost) undetectable edit between the
two. Since the song was released as a single, it was not put on
Sgt. Pepper — Beatles manager Brian Epstein had a policy of not
including singles on their albums (the same may be said for
“Penny Lane”).

In any case, “Strawberry Fields” set the tone for the sessions
to follow. In addition to the Mellotron, The Beatles were ex-
perimenting with other “new” instruments such as George’s sitar
on “Within Without You” and the clarinets on “When I'm Six-
ty-Four.” In making Sgt. Pepper, The Beatles used the studio as
an instrument and George Martin supervised the proceedings,
serving as the band’s advisor, chaperone, musical realizer of their
concepts, and — ultimately — as the fifth Beatle. If the boys
wanted something weird or extraordinary, Martin came up with
it. On “Being For The Benefit Of Mr. Kite,” John wanted to cre-
ate a carnival atmosphere, so he and Martin gathered together

—— e e e

When resident Kurmudgeon

a variety of steam organ recordings. These were cut into pieces
and randomly rejoined forming the bed of the track, which trans-
formed it into a noisy circus.

The Beatles proceeded with their recording much as we do
today, adding instruments to a song over a period of time. Paul
McCartney might overdub his bass part after the orher rhythm
instruments had been recorded, allowing him to work out his
melodic lines. Or Ringo might lay down a basic track and come
back days or even weeks later to add a hihat or maraca, finding
the song in quite a different form from what he previously heard.
Mono tape machines were used for creating echo and artificial
double tracking (ADT) on John's and Paul’s voices.

The crown on Sgt. Pepper is “A Day In The Life” — which
started as two completely separate songs. The beginning and
ending of the song (“I read the news today...”) were John’s un-
finished creation. Take one of the song had maracas, piano, and
bongos premixed to track one and John's echoed voice on track
four. The boys didn’t have a bridge for the song, but knew sorne-
thing would go between John’s verses, so they recorded a
24-measure count with an alarm clock sounding at the end.
Meanwhile, McCartney had been working on a completely dif-
ferent song using the lyric “Woke up, got out of bed...” so the
group decided to use this to complete John’s song. The empty
bars would somehow serve as a connection for the pieces.

Paul had the idea of recording a huge orchestral buildup
over the 24 bars, with each instrument starting at its lowest note
and ending at its highest. This recording of the orchestra marks
what may arguably be the first synchronization of two multitrack
audio recorders. Knowing he’d need to record a lot of tracks at
the session, George Martin asked Abbey Road Studio’s techni-
cal director Ken Townsend to come up with a method of running
two 4-track machines together. Townsend’s solution was to
record a 50 Hz tone on a track of the first tape. This tone was fed
from the first tape machine to an amplifier that increased the
tone’s signal level until it was strong enough to run the capstan
motor of a second machine, thus ensuring any variations in tape
speed on machine 1 would be matched by machine 2. Amazingly,
it worked. Emerick recorded the first orchestra take onto track
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heard that we were asking

readers to vote for the top recordings of all time, he became inspired.

What follows is Al's extensive list of personal picks.




one of machine 2 while monitoring machine 1; then they re-
peated the process three times, resulting in an ensemble of 160
pieces. Ultimately, this 4-track orchestra tape was bounced back
to one track of the master.

The final musical statement on Sgt. Pepper is the grand E ma-
jor chord, the sound of which was created by John, Paul, Ringo,
and Mal Evans simultaneously playing on three pianos. Once they
had recorded a first keeper take, they overdubbed it three more
times until the tracks were full. To make sure that the chord would
ring as long as possible, Emerick brought the faders way up as the
notes faded into silence. If you listen carefully, you can hear a chair
squeak at the very end of the chord! —Steve La Cerra

Dark Side Of The
Moon (1973)

Pink Floyd

[t's tough to come up with something that hasn’t already been
said about Pink Floyd’s masterpiece release Dark Side Of The
Moon. There’s the fact that the record spent more than ten con-
secutive years on Billboard's top 200 album chart — dropping
off for only a two-week period. There’s the fact that the record
is seen by many music critics as the crowing achievement from
a band that proved to be extremely influential to a diversity of
musical styles. And Dark Side Of The Moon introduced the won-
ders of electronic music to the general music-listening public
by combining elements of synthesis, music concrete, and pop
song writing. Oh, by the way — did we mention that it sounds
really good?

Dark Side Of The Moon was recorded by Alan Parsons at
Abbey Road in London on a 16-track, 2-inch tape machine. In

What a daunting task! | don’t think the order is correct
and | won't be held to it. This is also my twisted opinion
and not meant to reflect the opinions of others. My exper-
tise and interest does not extend to rap, hip-hop, country,

or classical music, so this will be a short list for those cate-

gories. | selected for engineering and production values
first, and performance second. With impeccably good
taste, | have omitted anything | was an artist or producer

on; it doesn’t look right to me when other people do that.
So The Tubes, Child Is Father To The Man, Lynyrd
Skynyrd, and Mike Bloomfield are left off for possible in-
clusion on other people’s lists. | guess the purpose of all
this is to vent and also to perhaps guide a few curious
souls toward something they might not have come across

on their own.

an EQ interview several years ago, Alan recalled making every
effort to work on all the sessions for Dark Side Of The Moon so
that he’d be the only engineer on the project. Although certainly
not the first, Dark Side Of The Moan was one of the earlier
records on which the engineer was credited in the liner notes.

During the making of the record, tracking, overdubbing, and
mixing sessions all took place in stereo — though Pink Floyd and
Parsens did have quadraphonic in mind when producing the
work, and eventually produced a quad mix. An example would
be the clocks ticking and chiming at the introduction of the song
“Time.” A trip to an antique store nearby the studio yielded an
assortment of clocks that were individually recorded “on loca-

Cheers and Happy New Century!!l
* = Single Track, Not An Entire Album
+ = Not Available On CD
# = Import CD

In the gar-
den where naiveté and genius meet, there are bass har-
monicas, stratocasters, violas, oboes, barking dogs,
and trains. Put this on and go away for awhile.

Great recordings, great vocals, great arrangements,
great look — smooth perfection.

Where
my generation learned how to overdub and overdub
and overdub, etc.
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tion” in stereo. Back in the studio, these stereo recordings were
flown onto the 16-track master tape in a manner so that the var-
ious clocks’ chiming sounds would occur at the same instant,
forming the rather startling introduction.

This collage of ticks and clangs was then premixed (or “re-
duced,” as they used to say) to four tracks of the original 16-track
master — the concept being that each of the four tracks would
be routed to a discrete speaker in the eventuality of a quadra-
phonic mix.

Another interesting sonic tidbit that made Dark Side Of The
Moon quad-friendly was the tape loop that forms the basis for
the song “Money.” A total of seven different money-related
sounds — including a cash register’s “cha-ching,” paper mon-
ey being torn, and coins being dropped — comprise the tape
loop, with each sound lasting a 1/4-note in length. These sounds
were edited together to form a measure of 7/4, which is the time
signature of the song. The sounds were then recorded onto a 4-
track machine, with the sonic vision that a quad remix would fea-
ture the sounds panning around the four corners as the tape loop
progressed.

Finally, there's the now-famous 1/4-note echo heard on the
lead vocal in “Us and Them.” Generated via tape delay, each re-
peat of the voice was returned to a different channel of the
quadraphonic field. To achieve the radically long delay time,
Floyd and Parsons used an 8-track tape machine running at slow-
er-than-normal speed. Each repeat actually used two tracks in
an effort to extend the delay time. The original signal was sent
to the first track, where it was recorded and played back from
the repro head. Simultaneously, the play signal from the first
track was routed back to the second track (on the same machine)
where it was recorded. When the sound was played back from
the second track’s repro head, the result was the longer-than-
normal delay time.

Even with the advent of the then-new 16-track tape ma-
chine, Pink Floyd was still aching for extra tracks. As a result, cer-
tain tracks were home to more than one instrument — making
the mix process quite complex. Analog tape machines were used
for ADT (artificial double tracking), predelay to reverberation

Sir George Martin is
God. Could not have been made without him.
A clean machine
with sinewy guitar and the best vocal adenoids around.
A wcmdering Jew
walks in the back door outside Johannesburg and walks
out with a new genre — world music. If he had stopped
in Brazil on his way home, he could have given David
Byrne a lift
Independence
Day in Detroit, Marvin throws off the Motown shackles
and raises the hackles on the back of your neck
A stellar cast with
great material is captured like a snapshot in bluesiana

asy by producer Teo Macero. Miles, ‘Trane,

plates, and tape delay. One can only imagine the roundup of tape
recorders from Abbey Road’s various studios lined up like pin-
ball machines into the control room where the remixing of “Us
And Them” would take place!

It’s amazing how Dark Side Of The Moon — now almost 30
years old — pioneered many of the effects we currently employ.
We can easily call up echoes, delays, choruses, and predelayed
reverb from a single digital box with the push of a few buttons,
whereas these guys had to invent them. Even the aforementioned
loop for “Money” was a harbinger of things to come: after all, it's
really a sampled analogloop. —Steve La Cerra

Pet Sounds (1966)

Beach Boys

‘#.—‘.*——vf

In December of 1966, Brian Wilson heard The Beatles’s Rubber
Soul and interpreted it as a direct challenge to make an album
as artistically interesting and stimulating as the Fab Four’s. He
and collaborator Tony Asher spent the next two months flesh-
ing out the lyrics to what would become Brian Wilson and the
Beach Boys’ statement of a lifetime — Pet Sounds.

When Wilson went to work at Western Studios (now Allen
Sides’s Oceanway Studios) in Southern California, he was in a
good position; his Beach Boys albums were on top of the charts
and his record company entrusted him to do whatever he want-
ed in the studio. Wilson would use this freedom to create a
recording atmosphere in which he could explain to the world,
musically, exactly how he felt on the inside. “I was in a loving
mood for a few months and it found its way to recorded tape,”
Wilson wrote in the liner notes for a 1990 Capitol Records
reissue of Pet Sounds.

Wilson proceeded to book some of the hottest musicians in
and around the L.A. area, including Hal Blaine on drums; Glen

Cannonball, Bill Evans, Paul Chambers — even better
on disc than on paper, if that's possible.

Up a few notches from its
predecessor Rubber Soul, serious envelope pushin’ is
goin’ on. Sadly, they don't make music like this any-
more. In pop music at the Millennium, necessity is no
longer the mother of invention

(single). One

of the greatest singles ever released. Butt-cut editing,

Theremins, amazing organ sounds, bass and guitar
doubled, and the trademark BB harmonies. Never
sounds dated, always a rush.

Inside the
room during the invention of rockabilly and rock ‘n’ rall
Chemistry like you wouldn't believe. Producer Sam
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Campbell, Tommy Tedesco, Jerry Cole, Barney Kessel, and Bil-
ly Strange on guitars; Ray Pohlman, Carol Laye, Lyle Ritz, Julius
Wechter, and Bill Pitman on bass; Leonr: Russell, Al DeLory, and
Don Randi on piano; and countless others. The Beach Boys were
used exclusively on vocals, with an occasional guitar track from
Brian's brother, Carl Wilson. Wilson produced the majority of Pet
Sounds with chief engineer Chuck Britz in Western’s Studio 3.
Being very small in size, Studio 3 contributed greatly to the
sound Wilson was trying to achieve. The various instruments
leaking together — a practice usually avoided like the plague in
today’s studio environment — created a blend that prcvided that
certain tonal quality that would become Per Sounds. Wilson set

Phillips fulfills his fantasy of a white boy who can sing
black. Millions are made, but only $40k by Sam himself.

Soul music
and screaming served up in just the right amounts. The
greatest live album ever made.

At

the intersection of Gospel & Blues, Ray made his stand
It's still standing.

The Gershwin of pop — his best
and tastiest moments are collected here in multi-CD for-
mat. Many other CDs can now be traded in — all the
good parts are on this box set.

The first concept album
Moon in June and three chords be damned!

up the musicians like an orchestra. He strategically placed
sound-absorbing baffles and created cubicles for the musicians
who sat with their backs to the side walls.

“Brian knew basically every instrument he wanted to hear
and how he wanted to hear it,” says engineer Chuck Britz. “When
Brian would come in, there were usually no charts, no written
music. Everything was going on inside his head. A lot of times,
he didn’t even have a title for the song. He would play it for Ray
Pohlman; Ray would take what Brian was telling him and write
it out. There'd be a guy in the horn section who would take Bri-
an’s idea and transpose it for the other horn players. That’s how
it worked — step by step. All this time, I was in the booth by my-
self, except if there were musicians in the booth going direct.
Very seldom was he [Wilson] in the booth.”

At the time of Pet Sounds, the board in Studio 3 was a cus-
tom-made Bill Putnam tube console with 12 inputs. It employed
Putnam’s Universal Audio 610 input modules, and included, in
basic form, most of the features used in today’s consoles, in-
cluding a mic preamp, a line switch, gain control, echo send, an
equalizer, and a three-bus selector. Monitors were Altec 604B’s
in Putnam’s cabinets powered by UA amplifiers. The tape decks
were Scully 4-track 288’s. Many different microphones were used
during the recording of Pet Sounds, including Electro-Voice
EV666’s, AKG C60’s, Shure 545’s, Neumann U 47’s, and RCA
77DX’s. The EV666 was the predominant mic, with the Shure 545
coming in a close second.

“It varied a lot as to what got used where,” explains Mark
Linnet, who produced the Pet Sounds reissue in 1996. “The AKG
C60 got used as a drum overhead as often as the Shure 545.
Drums would typically get three to six mics. The bass would of-
ten be miked with one of the 77’s. Horns would be 77’s or C60’s.”

One of the notable aspects of Pet Sounds is that it was mixed
in mono. Recording the tracks in stereo was never Wilson's
intention.

Linett explains: “Brian felt that making records in mono al-
lowed the producer to present the record exactly as he wanted
it to be heard without any interference from the listener’s stereo,
which could be set up in many different ways.”

No better
capturing of the sound of 4 AM than "Just Like A
Woman,” "Sadeyed Lady of the Lowlands,” and "Vi-
sions Of Johanna.” The rest ain’t too bad, either.

You can
hear the guitars and drums being smashed towards the
end. Feedback, switch-flicking, and stuttering vocals
herald the new order of 1946.

When | first heard this in 1956, | thought it was a little
black man with a pork-pie hat hunched over a piano
with a cigarette dangling from his mouth as he sang
and tickled the ivories. My jaw dropped when | saw
the real thing.

While not
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THE BEST

RECORDINGS
OF ALLTIME

Pet Sounds is regarded by many as the perfect album. In a
time when The Beatles were releasing seminal rock ‘n’ roll albums,
Dylan was going electric, and revolution was in the air, Brian Wil-
son and the Beach Boys’ heartfelt statement not only held its own,
but would prove to stand the test of time. Wilson says it best in
his liner notes: “During the production of Pet Sounds, | dreamt |
had a halo over my head. This might have meant that the angels
were watching over Pet Sounds.” —Michael Sanchez

Abbey Road (1969)

The Beatles

Although Let It Be was The Beatles’s last album release, it was,
in fact, the Abbey Road album that marked the final recordings
of their career as an entity. Let It Be— or Get Back, as it was to
be originally titled — was remixed/reworked by Phil Spector, so
its release was deferred until after that of Abbey Road. In addi-
tion to George Martin and Geoff Emerick, a variety of now well-
known producers and/or engineers floated in and out of the
Abbey Road sessions, including Chris Thomas, Glyn Johns, Alan
Parsons, Phil McDonald, and John Kurlander. Naturally, the al-
bum was recorded at its namesake studio.

Prior to the Abbey Roud sessions, The Beatles were already
using a 3M 8-track tape machine, but the new technology still
didn’t offer enough tracks for their productions. As an ex-
ample, take the song(s) “Golden Slumbers/Carry That
Weight.” Basic rhythm tracks for the song consisted of Paul
McCartney’s piano/rough vocal, drums by Ringo Starr, and
a bass played by George Harrison. Subsequent overdubs to the
basics were a rhythm guitar, lead guitar, two vocals by Paul,
and a backing vocal track featuring Paul, George, and Ringo
for the “Carry That Weight” chorus section. Since the 8-track

their most popular album, certainly their most ambitious.
Shout-out to producer John Simon.
mas-

terful material meets minimalism in a world of good
taste. One of the most influential debut albums of all
time. Also produced by the rarely heralded john Simon

Okay, Roger Nichols — I give!
Slinky as a muthaf—ka...

The man who invented modern recording in the
comparative dark ages, struts his stuff on four CDs. An
enjoyable history lesson with tricks that still work!

‘Trane serves
notice — things ain’t what they used to be. Staggering
(especially if you played tenor sax).

tape was now filled, these tracks were premixed to stereo onto
another tape, where six open tracks allowed further orches-
tral and vocal overdubs.

While the overdubbing technique was old hat — and the
personal relationships between band members was strained (to
say the least) — The Beatles still managed to find a bit of fun in
the studio. “Octopus’s Garden” contains a gurgling sound that
was created by close-miking a glass into which Ringo was blow-
ing bubbles, while a blacksmith’s anvil was recorded for the
clanging sound in “Maxwell’s Silver Hammer."”

“Maxwell’s Silver Hammer” and “Because” were some of
the earliest recordings showcasing an instrument that would

Michael sticks it
out and Quincy shows him where to put it — in the
history books.

With the amazing bass artistry of Herbie Flowers lead-
ing the way, Reg shows The Band and The Eagles a
thing or two. Wonderful production and engineering

Perhaps engineer/producer Rudy Van Gelder's finest
quintet moments. One can proudly note: recorded in
Englewood Cliffs, New Jersey!

One of the finest col-
lections from the man who modernized gospel music in
the early ‘70s. A '90s release, impeccably crafted,
sung, recorded, and mastered.
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BACK-UP MEDIA

We live in a digital age. It's hard to
think of an object you use daily that
doesn’t rely on some type of digital
technology — your car, your
microwave, your telephone, and, if
you're involved in audio or video
production, your computer. This
computer s likely used to record,
manipulate and refine your
“product.”

As we look at 500 MHz operating
speeds and hard disk storage arrays
that provide hundreds of gigabytes,
we realize a critical need that has
developed in the media production
industry — the need to safely and
quickly back up and restore digital
media files.

[twouldn't be practical to keep every
completed project on your work-

station. So producers everywhere
are faced with developing reliable
back-up systems, whether they're
tape, optical or disc-based solutions.

At EMTEC, we have been a leader in
the development of back-up media
for the computer industry for more
than 20 years. Our R&D for data
media products is second to none.

Whether you choose a tape-based
system capable of reliably storing
many gigabytes of data, ora (D-Rto
burn your latest remix, EMTEC's
range of back-up media offers
unsurpassed reliability — and the
peace of mind that your data will be
there when you need it.

Stop by your nearest EMTEC dealer
and discover BASF-brand data media
products.

Joe Ryan

Precident - EMTEC Pro Media, inc.

...continued from previous page.

| didn't recognize a lot of
them. But every time they
started playing a song, | had
to say, ‘I know that! | know
that” The melodies are just
so catchy that they're
unforgettable.

“One of the funny things in
revisiting these songs is to
realize they're all pretty
much around two-and-a-
half minutes long,” Ladanyi
continued. “!said to the
guys, ‘Hey, we've recorded
11 great songs and we've
only got 27 minutes!" The
thing is Holly and The
Crickets found a way to say
everything in two verses
and a chorus.”

The performances are
sticking close to the original
arrangments. "We were
trying to stay pretty true to
what the song was,” noted
Ladanyi. But every recording
session presents unique
possibilities. “Bobby Vee
cameinto do

nhaP
n Sou

‘Black Nights,”
said Ladanyi, “and we
started with the band just
playing the song on acoustic
guitars to rehearse, For some
reason, | suggested we go
play on the porch
overlooking the lake. So we
went to the porch with two
acoustic guitars, Joe B. on
standup bass,and J.l. playing
the snare beat on a

Ca[]"fomlﬂ

cardboard box. It sounded
great and that's the way we
recorded it, with acoustic
guitars and live vocals right
onthe porch. That's the kind
of thing where people are
going to hear The Crickets
as the great band they are.”

Ladanyiis no stranger to
working with top recording
stars. Among his producing
and engineering credits, he
counts work for Don Henley,
Fleetwood Mac, REO
Speedwagon, Toto, Jackson
Browne, The Church, Warren
Zevon, Phoebe Snow and
Jeff Healey, as well as new
projects by Lisa Hayes & The
Violets and Jody Davidson.
During the hiatus in The
Crickets project, he worked
on an album by the hit
Mexican rock band,
Jaguares.

Ladanyi arrived in Tennessee
with the studio package
he takes
everywhere with
him-a
Panasonic DA7
console, five
' Alesis M-20
tape mach-
ines, and all-
| TC Electronic
outboard
gear. “|
normally
travel with
all that equipment,” he
explained, “sothat when !
come back to my own
studio, which has the same
gear, the music is going to
sound the same.”

The Crickets sessions were
all recorded to EMTEC/BASF
20-bit formatted ADAT tape.
“I've been using ADAT tape
since the machines came
out,” Ladanyi rclated,

“because of the flexibility it
gives me. ! do a lot of mahile
recording and transferring
of takes, and it's just not
feasible for me to carry big
rolls of analog tape. The
ADAT world has made it very
easy for me to get people’s
performances down.”

Ladanyi’s preferred tape
these days is the
EMTEC/BASF 20-bit
Formatted ADAT Master. “|
had been using many
different brands of ADAT
tape, but now I'm using BASF
exclusively,” said Ladanyi.
“The sound is incredible.
What | hear in aroom comes
back through my speakers.
Whatever the BASF folks are
doing, they're doing right.”

One of the things Ladanyi
thinks EMTEC/BASF is doing
right is pre-formatting its 16-
and 20-bit ADAT tapes.
“Formatting tape is a drag,”
he said. “And when you have
a big recording project like
the one with The Crickets, it's
very important for me to be
able to pop in atape and go
instantly. Having ADAT tapes
already formatted is
incredibly convenient.”

Gold Mountain hopes to
have the album in stores by
Christmas. “It's been an
incredible experience to
work with a legendary group
from rock’s earliest decade,”
Ladanyi said. “Knowing we
had great songs, a great
band, and great singers
allowed me to enjoy myself
and just concentrate on
getting the performances
down on tape. People are
going to hear how unique
The Crickets are, and also, |
think, how much fun we all
had making this album.” =
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“a hundred musicians ai a time. So | told him to rehearse his guys

and, when he was ready to cut, to look up and we’d have the
microphones up and be ready to go. My assistants and | set things
up around him wherever he decided to go in the room.

How would your recording approach vary if you
were doing a Ramsey Lewis album vs. a Tom Waits
album?

My approach varies for each type of music. | talk with the artist to
find out what he or she is looking for, the type of sound they want.
For instance, Ramsey Lewis doesn't like a really bright piano sound.
He wants the piano to sound the way it does when he’s playing it,
which precludes sticking microphones right over the hammers. So
on the last album we did, | had him play and | stuck my head in the
piano until | determined where | could hear the sound Ramsey
described. Then | puta Soundfield microphone there. The placement
ended up halfway between the harp and the sound holes, which
resulted in a slightly softer, more classical sound. But that's what
he was looking for.

InSessionWith..
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Do you often find yourself switching between
analog and digital"."

If I have my druthers, | usually start the date on analog. Once we get
into overdubs and things like that, if | have to go to a digital format,
then | will. |just finished recording [jazz artist] Kurt Elling live at
the Green Mill. In that situation, there wasn’t a budget for analog
two-inch tape, so we ended up rolling on DA-88s. But | used three
Apogee AD-8000 digital converters as a front end for them, trying to
get closer to that analog sound.

I have some clients who do their pre-production work on DA-88s,
and I end up lots of times transferring that material over to 24-bit
RADAR at a studio — Hinge Recording in Chicago — that | work out
of. | still believe there is something about analog that digital just
doesn’t have. Digital is perfect, but sometimes you want things to
be a little imperfect. | like the sound of drums and guitars off of
analog. There's nothing greater than taking a guitar and slamming
on the tape at +9 levels and hearing what comes back. m
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INSTANT GRATIFICATION

You've just plunked down a significant
amount of cash and brought home
your new digital MDM recorder. Now
the fun begins — your first recording
using the new system.

If you've chosen an ADAT LX, XT, or M20
from Alesis Corporation, you will be
able to record the minute you plug
your new recorder into your system.

That's because EMTEC Pro Media has
joined with Alesis to provide a
formatted 20-bit BASF-brand ADAT
Master tape in each new system.

Beyond theinstant gratification this
offers new ADAT owners, it's also a
great way to introduce you to the
industry’s premium ADAT tape. We
hope that once you have held our
sturdy ABS shell and have seen that
the tape is error-free, you'll consider
using formatted BASF ADAT Master
exclusively on your new system. For
those who already own an ADAT,
BASF Formatted ADAT Masters
(available in 16- and 20-bit versions)
save you head wear and studio time
and deliver peak performance from
your ADAT.

Why settle for less than the best?
It's your music, so put it on the
number one tape. m

BASF’s new Formatted ADAT Master
saves you time and head wear.

MNow you can yet llie world's best-parforming ADAI Master already
formatted—saving you time in the studio and wear and tear on your
ADAT recorder head. BASF’s new Formatied ADAT Master lets you
record tg ADAT immedintaly, without having te format a musler lupe.

PLUS, got all the benefits of w1 ADAT lape desigined

for ultimate performance.

consistently lower error rates than any other ] BASE

major brand on the market

specinlly conetructed ABS shell pioviding precision ATYAT
tracking, virtually eliminating dropouts caused by

For information on your nearest dealer,
call (888) 295-5551 x14
or visit our website at www.emtec-usa.com.

static or dirt

convenient sliding erase-lock tab offering a simple
means to safeguard your masters.

Available in 40- and 60-minute lengths

Compatible with oll ADAT Type 1, 16-bit recorders.

EMTEC Magnetics

Distributed in North America by EMTEC Pro Media, Inc.
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The stars were turning up at

JJ. Allison’s farm in central
Tennessee this past summer
to recapture the early rock
'n’ roll magic that was Buddy
Holly and The Crickets.
Waylon Jennings, Nanci
Griffith, Graham Nash, John
Prine, Bobby Vee, and Paul
McCartney were some of the
musical artists filling in on
vocals for the long-deceased
Holly while being backed by
the original Crickets,
including Allison, who have
never stopped performing
as band.

through the sessions, even
more musical wattage was
in the offing with the buzz
that Bob Dylan, Don Henley,
Keith Richards, Jackson
Browne, The Pointer Sisters,
Tom Petty, and Leon Russell
might take Buddy Holly-
turns at the mic.

The occasion for the
superstar turnout was a new
Crickets album - with the
working title The Crickets
Under the Influence — being
put together by Gold
Mountain Management, the
management company for
The Crickets. The album was
produced and engineered

breg Ladanyi
Produces
,‘ iﬁﬁ Crickets Album

by Greg Ladanyi at Allison’s
studio on the farm.

“The big stars and the Holly
legacy make this, of course,
a very exciting project,” said
Ladanyi from his home in
Southern California during
a break in the recording
sessions. "But something
else people are going to get
are the great performances
of The Crickets. They're just
phenomenal. After 40 years,
they're playing as well as
ever. The band has a magic,
and it's my job to capture
that and let people hear it
again.”

The all-original Crickets
include drummer Allison,
who formed the band with
Holly in Lubbock, Texas in
1957, bassist Joe B. Mauldin,
lead guitarist and vocalist
Sonny Curtis, and pianist
Glen D. Hardin. Curtis and
Hardin joined The Crickets
soon after Holly moved to
New York in late 1958 to get
more involved in the
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business side of music. Holly
died ina plane crash in 1959.

The Crickets had several
post-Holly hits, including “I
Fought the Law” (written by
Sonny Curtis) and "More
Than | Can Say” (written by
J.I. Allison). Each of the
Crickets also pursued
successful solo careers as
session and tour musicians
and songwriters. Part of the
Cricket magic — and one
reason for their widely
acknowledged influence on
rock — was that they were
one of the first self-
contained rock 'n’ roll bands,
writing, playing and
recording their own
material.

Ladanyi was broughtinto
the project by Burt Stein of
Gold Mountain. “The stars
are picking the songs they’ll
do,” said Ladanyi, “and since
every song is a hit, it's hard
to have a problem with their
choices. | know that when |
looked at a list of song titles,

Continued on next poge..



timately change the face of rock music: the Moog synthesizer. George had
.urchased one of these electronic behemoths early in 1969, and, after a bit of
-home experimentation with the Moog (he recorded Electronic Sounds at his
sme using it), he brought the synthesizer to Abbey Road Studios where it
yuld be used for the Abbey Road sessions. Much to The Beatles’s credit, they
dn’t slop Moog sounds all over Abbey Road (say, like the Syndrum was
rerused on some disco records), but used it tastefully for the soio section in
viaxwell’s Silver Hammer” where Paul played the part from the Moog’s rib-
sn controller. Later on in the project, George used the Moog for an arpeggiated
gure in the bridge of “Here Comes The Sun.” And John Lennon used the Moog
. produce a noisy wind effect that ran throughout the last few minutes of “I
ant You (She’s So Heavy).” John's intentional addition of noise to the record-
.g must have cause quite a bit of upset to the conservative technical folks at
bbey Road!
Multitrack layering of sounds became “business as usual” for The Beatles,
nd, during the Abbey Road sessions, Paul took advantage of the technology to
Jemo a song for a new group who had been signed to The Beatles’s record la-
al, Apple Corp. (“apple core” — the name was not accidental). The group was
adfinger, and the song was “Come And Get 1t,” written by Paul. He recorded
working version of the song prior to a Beatles session in July 1969. Paul first
corded vocal and piano tracks and then proceeded to finish the demo by over-
ubbing drums, bass guitar, and another vocal.

One of the nicest uses of overdubbing can be heard in the song “Because,”
which features an excellent vocal arrangement by George Martin. John, Paul, and
George sang three-part harmony over a sparse rhythm track, and then tripled that
first track to produce a beautiful nine-voice ensemble that ranks among The Bea-
tles's best recordings (check out the a cappella version on Beatles Anthology 3).

Though we now take it for granted, The Beatles’s Abbey Roacd also pioneered
a very important aspect of recording: stereo separation. Of course, there were
uther stereo recordings from The Beatles, but — regardless of instrumentation

— the drums had always been on ore track. Whether they were on their own track
or premixed with other rhythm instruments such as bass and guitar, the drums
..ere previously mono. But in “The End,” Ringo was finally presented in stereo,
with his drums recorded onto fwo tracks, one each for the left and right stereo
.nage of the kit. If you listened carefully, you could actually hear Ringo’s toms
move between your two loudspeakers. That is, assuming you owned a stereo hi-
fi. Absolutely revolutionary! What could be next? Putting the kick drum and snare
drum on separate tracks? Indeed! —Sreve l.a Cerra

Slick and soulful, it was great
background music for satin-sheetsliding. Many conceptions blamed on
this album: none of them, however, immaculate.

For “Bitch” and “Can’t You
Hear Me Knockin'” we give thanks.
The Zombies chase The Beatles
(and catch them) at Abbey Road Studios.
Talk about music

standing up — Milt Gabler (Billy Crystal’s unclel) produced this at NYC's
Pythian Temple in the early ‘50s. It was the clarion call to rock "n” roll back
then and stands up to “90s scrutiny. Great drum part and guitar solo!

The Queen records in

Camelot. King Jerry Wexler presides.
Simplicity of the soul.
Stark, influential, anti-slick, and timeless.

[ NEUMANN ARTIST FILE #312 |
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The Los Angeles
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widely recognized as
one of the premier
ensembles in the world. Currently
recording for Sony Classics, the
LAGQ has relied on Neumann
mics for years. Today, the KM 184
is their mic of choice for capturing
their unique sound in the studio
and on the stage. The KM 184 can
make a serious difterence in your
sound, too; at a price that might

surprise you.
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Nightfly (1982)

Donald Fagen

Recorded when digital multitrack recording was still in its in-
fancy, Donald Fagen’s Nightflyis considered by many engineers
and producers to be among the best-sounding recordings of all
time. In fact, Nightflyis a favorite of engineers for evaluating the
quality of a PA system when they walk into an unfamiliar venue,
as well as for evaluation of audio gear in general. Recorded on
the 3M 32-track digital tape machine and mixed onto the 3M 4-
track digital machine, Nightfly was produced by Gary Katz; Roger
Nichols was the supervising engineer (handling overdubs and
mixing) while Elliot Scheiner handled engineering duties for
tracking and mixing.

As we know well, use of digital recording media allowed for
tremendous dynamic range, making tape hiss a problem of the
past. But, alas, all was not well in paradise. Scheiner notes that
Nightflywas the first time he went digital for a studio project: “At
the time we started to record Nightfly (around 1981), there weren't
too many believers in digital recording. Everybody loved analog
tape, but digital tape had a consistency that analog tape lacked.
I remember working on ‘Time Out Of Mind’ for Steely Dan’s
Gaucho. A month after we cut the tracks, we put the multitrack
master tape on the machine, and when we played that tape, we
could see oxide quickly building up on the heads [the tape was
shedding —Ed.). | was worried that the tape was falling apart, so
we mixed the song as quickly as possible. That kind of problem
was not a concern with digital tape.”

“In the early days of digital,” Elliot continues, “no one was
really quite sure about how to work with a digital multitrack. I
was always recording instruments with a lot of dynamic range,
and one of the problems I ran into was that, when the signal lev-
el got really low, you could hear dither, which sounded like crack-
ling. So I had to alter my recording technique, manually riding

For per-
formance more than for sound reasons. Meat-and-pota-
toes production preferable to later albums where he got
swamped with fx and tricks. Just straight up great play-
ing from a place no one could have imagined but the
man himself.

An amazing collection
of material for a non-greatest hits collection. A body of
work that began with “Reach Out,” continued with
“Bernadette” and “Standing In The Shadows of Love,”
and finished nicely with “Seven Rooms of Gloom.”
Holland-Dozier-Holland met Bob Dylan on the streets of
Detroit, and it worked.

One of the finest vocal stereo performances ever

the faders during the tracking sessions to increase the signal lev-
el to tape as the dynamics of the instruments came down. But
I didn’t change my way of EQ’ing, and the good thing about
using the 3M machine was that, on playback, it generally main-
tained the sound of the console on the way in.”

Even today, many engineers who had the chance to work on
the 3M machines consider them some of the best-sounding
digital machines built, though they were temperamental.
Scheiner admits, “The 3M machine could be cranky and produce
random errors. You might play a tape hundreds of times, and it’d
be fine. Then you could play it again and hear a dropout error.
I think this happened because the D/A converters needed cal-

put on tape. The great version is on the CD soundirack of
The Big Easy. Breathtaking and still never equaled

A personal favorite. Four white-
boys play the funk out of fast and slow groin music

What's great about JLH all wrapped up in one song.
The amazing constancy of that guitar lick, the vocal
phrasing, and the coooool just cozes out of your speak-
ers. Amazing usage in the film Funny Bones. Sounded
maijestic in the movie theater.

A lovely col-
lection of performances by Sam Cooke’s illegitimate son

What if The

Beatles and Led Zeppelin had a party and left the tape
recorder on?
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ibration. I recall we had a tech who would be with us wherever
we were working.”

During the mixdown process, Elliot muted tracks whenev-
er there was no audio playing on them so that random clicks or
pops from the 3M machine wouldn’t make their way into the
mix. To help prevent read errors, the transport of the machine
had a gauze-like wiper that gently cleaned the tape on its way
through the tape path.

Nightfly was mixed and assembled on two 3M 4-track
machines. At the time, the only way to edit digitally was by
transferring from one machine over to the other. Scheiner
remembers there “wasn’t much editing. We used the two
machines more to assemble the songs into sequence for the
album. Any counts or noises at the beginning of a song were
muted using the automation.”

Aside from the digital tape machines, there was one other
particularly odd piece of machinery used on the Nightfly ses-
sions: Roger Nichols's Wendel II. As Roger explains, “Wendel II
was a 16-bit digital drum machine. It was used to play drums and
— when triggered by drums on tape — replace drum sounds. It
was interfaced digitally in and out of the 3M digital machine by
cards that I built. The original Wendel was a 12-bit drum ma-
chine that we used on Gaucho. Wendel was the first digital drum
machine (before the Linn machine) and the first hard-disk
recorder. Though Wendel Il may sound like no big deal com-
pared with today’s standards, you have to keep in mind that
MIDI did not exist at the time.”

In this particular era of recording, the Cooper Time Cube
and Eventide Digital Delay were flavors of the month, but Elliot
reveals they “weren’t much into delays at the time, so we most-
ly used EMT 140 plates for reverb sounds when we mixed.
Nightfly was completely mixed in about ten days, as compared
to Gaucho, which took around three months to mix. I used Vi-
sonik 802 monitors for mixing; Gary and Donald would listen to
the mixes through Visonik David 9000’s. I think it was a very good
record and, the last time I listened to it, I was happy with the re-
sults. I'm amazed that live engineers use it as a reference — so
it must still sound good!” —Steve La Cerra

The concept
side with the title piece sounds like modern classical mu-
sic. A breakthrough that set up Dark Side Of The Moon

Chemicals and music — blended together —
and served fresh.
Throw out the in-
struments — electronically multiply Todd by 20 — and
stand back! '

Arguably, the most beautiful music on earth.
Luckily, I've been listening to this since 1965. Why has-
n't this album been a film score yet2
The first six Top al-
bums collected under one roof. Turn the stereo to eleven

Led Zeppelin IV (1971)

Led Zeppelin

In 1971, Led Zeppelin was the biggest and baddest rock ‘n roll
band on the planet. So when they began recording Led Zeppelin
IVat Headly Grange in Hampshire, England, the creative juices
were flowing. Produced by Zep guitarist Jimmy Page and engi-
neered and mixed by Andy Johns, Led Zeppelin IV not only rep-

for best results. If it's too loud...errr...it can’t be too loud!

Charles at the peak
of powers, produced by Teo Macero. Makes yer brain
sweat!

The
Mississippi Delta Blues swaggers up to the city of Chica-
go, grabs it by the hair, and drags it away into the
nearest hotel room. And yet, still dignified, in its own
way. The complete Chess Recordings — nine CDs!
Available from the Charly label in the UK.

Imagine a
world with no electric Bob Dylan, no Tom Petty, no
Wallflowers, no Flying Burrito Brothers, or no REM —
this is where they all began.
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resented the band’s most creative effort to date, but changed the
way the world perceived rock music.

The Headly Grange location helped to provide some of the
signature sounds of Led Zeppelin IV. For example, the giant drum
sound that's so important to the album’s last track, “When the
Levee Breaks,” came as result of the facility’s long hallway and
an experiment in distance miking.

““When the Levee Breaks’ was like the first tune to really
use the big room mics on drums,” remembers Johns. “There
was this hallway outside the room where we had been record-
ing, and it had been on my mind for some time to start using
some kind of distance miking on the drums. But it was always
impossible because the drums would be in the same room as
the guitar amps and everything else, so you’d get all this leak-
age. So I had the idea to put the drums out in this hallway. I put
two very directional mics on a landing connected to the hall-
way and compressed it. [t was the first time I heard the drums
sound like Bonzo (drummer John Bonham) really sounded.
That was a big thrill for me. After that, Pagey (Page) picked up
on this idea for the recording of “Kashmir”; then everybody
started doing it.”

As for guitars, Page played his through Hiwatt and Marshall
amps, while John Paul Jones used an Acoustic bass amp.

“The Acoustic bass amp was a little difficult to record be-
cause of the folding horn thing,” says Johns. “But in those days,
you didn’t complain that much. People would show up with what
they had and you would record it. And we were definitely get-
ting a good bass sound.”

While there were minimal effects and “tricks” used dur-
ing the recording of Led Zeppelin IV, Johns felt comfortable try-
ing new things in order to find just the right sound. For ex-
ample, to get the layered guitar sound on the classic anthem
“Black Dog,” Johns recorded Page’s guitar direct, distorted it
with a UREI compressor, and proceeded to triple track the re-
sult. And on “Stairway to Heaven,” the world’s most popular
rock ‘n’ roll song, Johns simply put Page’s 12-string guitar di-
rectly into the board.

“That was a nice sound,” says Johns. “Pagey used to run his

A nice
compilation of what made Gene and The Blue Caps
great, with excellent mastering. Features my favorite
Gene track, “Cat Man.”

And when

Thom Bell was very good, he was a genius. He's awful-
ly good here, producing and arranging his ass off.
Why no Thom Bell Box?

You must give ‘em credit —
even if it hurts.

Although mastered a little

harshly, the program material overcomes. Tenorist Getz

ad-libs over Eddie Sauter’s brilliant compositional
sketches. A classic.

Before Goldberg, there

12-string through an amp, but we decided to go direct. I've been
doing it ever since.”

Johns stresses that his sessions with Led Zeppelin were very
straightforward. The typical recording process would consist of
drums, bass, and rhythm guitar, with an extra guitar track “do-
ing little bits.” Then, Johns would record Page’s solos and an oc-
casional keyboard track.

“Those sessions went relatively quickly because Pagey usu-
ally had a pretty good idea of what he wanted to do,” he says.
“We’d sometimes get two or three tracks a day. He'd play a song
to the band, and John Paul would have some good ideas about
it — he was a brilliant, trained musician. John Paul would add
his ideas, and then they’d nail it. It wouldn’t take long.”

Johns continues, “The thing with that band was that they
were so bloody good. When they played together — drums, bass,
guitar — it was nearly all there. They were so tight. There’s room
for the music to breathe and there’s air around it. So you can hear
the decay time around the drums and you can hear the sustain
on the guitar. If you listen to the arrangements, things are not
competing with each other. For example, John Paul Jones has
a way of playing on either side of the bass drum hits; it just punc-
tuates the music in an unique way.”

And vocalist Robert Plant’s demeanor fit right in with this
straightforward process. The band would do tracks and then
some guitar overdubs; then it was time for the vocals. Accord-
ing to Johns, Plant would listen to the songs one or two times,
write a few lyrics, and then get it down in two or three takes. All
the vocals for Led Zeppelin IV were recorded on a Neumann ‘67,
with a little compression and echo plate. And to record
Plant’s harmonica work on “When the Levee Breaks,” Johns used
a Shure SM57 through an old Princeton guitar amp with
tremolo and phase.

Spawning some of the most played songs on international
radio, Led Zeppelin IV is certainly something of a phenomenon.
The creativity of Jimmy Page, John Paul Jones, John
Bonham, and Robert Plant, along with the technical astuteness
of Andy Johns, proved to be studio magic; and the world is a far
better place for it. —Michael Sanchez

was Townshend, Moon, Entwhistle, and Daltrey — at
their best!

A rarity, but a
dream recording. Ray Charles’s band backs up the
great Percy singing his best material with Brother Ray
taking a rare turn on Hammond B-3 organ and produc-
tion throughout the proceedings.

The heir to Otis Redding's
throne shows just how the crown is worn. Shout-outs to
Willie Mitchell and Al Jackson, Jr. Personally, can't get
enough of “Simply Beautiful.”

There’s
“Stairway to Heaven,” there's “Free Bird,” and there’s
“Dream On.” Any questions?



Electric Ladyland
(1968)

Jimi Hendrix

Because of a grueling U.S. tour supporting the Jimi Hendrix
Experience’s most recent effort, Axis: Bold as Love, and the
mounting pressures and distractions of superstardom, the
recording of Electric Ladyland was a slow go, to say the least.
Recording began in 1968 at Olympic Studios in London and was
soon moved to the newly built Record Plant in New York. The
sessions, several of which were produced by Hendrix manag-
er and producer Chas Chandler and engineered by Eddie
Kramer, were often crammed with guest players and multitudes
of on-lookers, or, as Chandler would call them in the 1995 pub-
lication Jimi Hendrix Sessions: The Complete Studio Recording
Sessions, 1963-1970 (John McDermott with Billy Cox and
Eddie Kramer), “hangers-on.”

Perhaps one of the best illustrations of the madness (and
magic) surrounding the recording of Electric Ladyland is the ses-
sion that resulted in one of the album'’s centerpieces, “Voodoo
Chile.” After along evening at the Scene Club, right around the
corner fromn the studio on 48th Street, Hendrix and a small army
of friends headed to the Record Plant for an early-morning jam
session. Among the guests were Steve Winwood, Jefferson Air-
plane bassist Jack Casady (which was fortunate, as Hendrix and
Experience bassist Noel Redding feuded earlier that day), Ex-
perience drummer Mitch Mitchell, and engineer Kramer.
Kramer recorded three takes of the friends jamming on a loose,
7:30 AM blues excursion. The third would end up on the album.
According to Kramer, Hendrix's wide open sound was the result
of his playing the guitar while his vocal micropnone — a beyer
M160 — was open. Hendrix’s intention for the recorded jam was

Drug-addled Clapton’s greatest post-Cream
work. Good songs, good Dominos, Duane Allman, and
Miami help the mix. Timeless in many ways...

A wacky,
delirious, uninhibited sophomore album from the early
'70s that has become a cult classic.

The
fathers of fusion incinerate with some fashionable flying.

Music for beatniks and inteilectuals — amaz-
ingly overlooked in the kitsch revivals.

One of the greatest al-
bums by the greatest soul singer ever — just play the first
track and take it off. Work up to the rest slowly after that...

In which Macca

to make it sound like a live gig; so he and Kramer averdubbed
crowd sounds that same morning.

Another interesting Electric Ladyland moment was the mix
ing session for what Hendrix called his “90-second painting of
the heavens” — what we call “And the Gods Made Love.”
Through effects and spontaneous experimentation, Hendrix was
specifically trying to create the sound of a spaceeraft landing.
Kramer explains, in Jimi Hendrix Sessions...: " ‘And the Gods
Made L.ove’ had loads of tape delay. Jimi’s voice was slowed way
down below 3-3/4 ips using a VFFO (variable frequency oscilla-
tor), then sped up again. We had tons of loops running and echo
tape feeding back on itself...In the beginning, you can hear the

finally figured out what to do for an encore. Sadly, it
only lasted one album.

A little more information
and tunes than you really need, but a masterful body of
work, nonetheless.

A CD that lionizes pro-
ducer Roy Thomas Baker. There never was a live Cars
album, was there?

The quirky
Texan approaches Dylandom with great production and
sympathetic, sensitive, studio musicians. Kudos to key-
boardist Matt Rollings.

Why the
loss of Lowell George was so devastating — a band
with one foot on Mars.
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tape bias whistle changing in the background because it’s down
so low. Jimi’s voice comes in backwards, and Mitch’s tom-toms
were slowed down ridiculously...The end result was the flying
saucer effect, which Jimi wanted.”

As to how the very famous Hendrix sound was created,
Kramer attributes much of it to phasing (or, as the English would
say, flanging) techniques. He recalls, in an October 1992 EQ mag-
azine article, “[A] technique I used with Jimi was phasing. He had
come (0 me wanting to produce an underwater sound he had
heard in his dreams...I had been experimenting with phasing
and its possible uses for Hendrix, and when I played the results
for him, he yelled, “That’s it! That's the sound I've been hearing
in my dreams.” ”

Technically, Kramer achieved this underwater sound —
most notable on “Gypsy Eyes” — by applying and releasing slight
pressure to the reel flange with his thumb. This, of course, was
before the flange pedals of today.

Meanwhile, a few months into production saw the split of
Hendrix and Chandler. Chandler was exhausted and fed up with
the scene that surrounded the young guitar hero. He felt that
Hendrix was too intent on playing for his number of studio guests
rather than trying to create quality tracks, so he left. And when
Electric Ladyland was released in October of 1968 — although
Chandler produced such classic tracks as “Crosstown Tralffic,”
“Burning of the Midnight Lamp,” and “All Along the Watchtower”
— his name was absent from the list of contributors on the al-
bum’s final inside jacket.

And there was another problem. Hendrix was certain that
the album’s final mix was altered during the mastering and disc-
cutting process performed by Warner Bros. Hendrix felt that
some of the mix came out muddy, and that Warner Bros., to put
it bluntly, “screwed up.” The reason for this was that, in 1968,
the mastering and cutting responsibilities were left to technicians
who hadn’t yet dealt with out-of-phase material; and the ma-
jority of Hendrix's non-conformist album was out-of phase. Sim-
ply put, the music business of that time wasn't quite equal to
Hendrix’s vision. In the end, the exhausted band and all parties
involved took a much-needed vacation. —Michael Sanchez

Stevie's
first backturn on the hitmaking Motown machinery. it
worked for Marvin and it worked for him, too.

For some
reason, the music of Jimmy Reed sounds magpnificent on
CD. The man couldn’t have been more sub-analog, and
yet, somehow, his stuff is velvet and grease reproduced
digitally. The entire VeeJay Records output was released
on seven CDs by Charly Records in the UK.

What other artist
deserves to be 69th?

Their first album, on which they
blow the doors off Bobby Colomby and Steve Katz's
Blood Sweat & Tears. Both BS&T and Chicago's first big
hits were produced by James William Guercio.

Thriller (1982)

Certainly one of the most successful recordings of all time, Michael
Jackson’s Thriller has current sales somewhere in the neighborhood
0f 65,000,000 copies worldwide. Produced by Quincy Jones and mas-
terfully engineered by Bruce Swedien, Thrilleris a sonic experience
unto itself. Bruce explained to us that, in 1977, when he and his wife

Gotta do it —
can’t be helped. Heavy metal is born and not yet
abused here.

Reader’s choice — they’re all
great for one reason or another. | lean towards Black
Sea and Oranges & Lemons. Or is that Skylarking or
Drums & Wires? Ahhhh nevermind...

Luther's
debut album and the origin of his partnership with
Marcus Miller. Happy stuff and...never too much.

Audiophile disco music for gender-bending. Ya had to
be there...

The
man who nearly set soul music on fire, but then was
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Bea were living in the Chicago area, Quincy Jones called and asked
if Bruce would like to go to New York to do a musical movie. Bruce’s
reply was an emphatic “absolutely,” knowing that any musical pro-
ject with his old friend “Q” was guaranteed fun. “Off we went to the
Big Apple to do The Wiz [the movie],” recalls Bruce. “While working
on the project, we met an 18-year-old kid by the name of Michael
Jackson (Michael played the part of the Scarecrow). I'd like to take
this opportunity to say that Michael Jackson is the most professional
and accomplished artist | have ever worked with — and I have worked
with the best the music industry has to offer. MJ's standards are in-
credibly high, and we never settle for a production which is ‘just good
enough.’ Since the Dangerous album project, Michael and I have had
a saying that goes: ‘'The quality goes in before the name goes on!’ We
have to be totally satisfied with the musical and technical quality of
our productions before we will put our names on them.

“On a personal level, don’t believe everything you've read
or heard about Michael Jackson. In fact, don’t believe anything
you've read or heard about Michael. M] is not exactly the kid next
door, but, in my opinion, none of the stuff that he’s been accused
of could have actually happened.

“I've never worked with anyone more dedicated to his art than
Michael. When we record vocals on any project, Michael vocalizes
with Seth Riggs (his vocal coach) for at least an hour before he steps
up to the microphone. He does this every time we record a vocal.
Michael is very easy to record and is always willing to experiment
with new mics or equipment. For ‘Thriller’ [the song], | was look-
ing for a sonic character different from the typical condenser mic
— so we tried the Shure SM7. It turned out to be great for several
of the songs on Thriller. We used the SM7 into a Massenburg mic
pre, then to a (UREI) 1176 limiter for just a bit of compression. I gen-
erally don't like compression because it takes away the transients
and dynamics of the music — and that removes the excitement. We
used a Harrison Series 32 on the project, which has since become
my favorite console to work on. | feel very comfortable on this desk,
and I can go with my musical instincts instead of worrying about
where a knob or switch is located.

“On one particular morning, Quincy called me up really ear-
ly in the morning before I was on my way to the session. He told

institutionalized for over 20 years in a mental ward.
You won't believe how good this is. Shout-outs to Dan
Penn and Spooner Oldham.

Coulda been con-
tenders. Winwood and Clapton exist together for a few
gigs, but leave this legacy in their wake. Now that
we're all grown up, shall we try again, lads?

Black
people pandering for white attention and sales and get-
tin" it back tenfold. One of the best rhythm guitars ever.

Groove, groove,
groove, groove, grooove. Chord changes, Chord
changes, chord changes. And the magnificent voice of
Ron Isley. Ecstasy on the dance floor and mellifluence in
the back seat.

me he had a surprise: Vincent Price was coming to the studio to
perform the voiceover for ‘Thriller.” But the verses that Vincent
was supposed to read were not written yet. While he was in a cab
on the way to the session, Rod Temperton wrote the verses for Vin-
cent. Talk about working under pressure! When Vincent came into
the studio, he had never used headphones for hig work before. The
‘phones and the SM7 were set up from Michael’s vocal, so we just
went with that setup. Vincent reluctantly put the headphones on
and when the music started, he jumped up from his stool with a
very startled look. I knew he had never heard anything like that
before! He asked Rod to come out into the studio and cue him
where to speak his verses. Rod actually wrote three verses in
“Thriller’ for Vincent to do. We recorded all three but only used
two, and I have that unused verse in my tapes somewhere.

“Vincent experienced a huge resurgence in his career
commensurate with the incredible success of ‘Thriller.” About
six months after the release, he appeared on The Tonight Show
with Johnny Carson where he told a story about being in Paris.
Vincent was walking down the street when a group of young peo-
ple recognized him, then chased him down thestreet to get his
autograph!” —Steve La Cerra

Stereotomy (1985)

The Alan Parsons Project

e ——-— D —®

You may have noticed that Alan Parsons was involved in the
technical aspect of several of EQ'’s top recordings, including Pink
Floyd’s Dark Side of The Moon and The Beatles's Abbey Road. In
addition — as leader of The Alan Parsons Project 4+ he’s also pro-
duced a string of great-sounding records that includes Tales of
Mystery and Imagination, I Robot, Turn of a Friendly Card, Eye
In the Sky, (which yielded a hit single of the same name) and
Stereotomy — all records that combine excellent production val-

In which the
white grooves are celebrated and unique from track to
track and the nonsense is exuberant and skilled.

A guilty pleasure — but hey — this
Stones/Beach Boy hybrid R-O-CK-S!
A look to one
of the many directions this master may have gone had

he lived. Beautiful King Curtis tenor riffing in the back-

ground.

Steve Winwood
and close friends (for a short time) go to Berkshire and
make heady music.

Wipe your
face and hands after playing this one. Extremely greasy!



ues and crystal-clear sonics with hook-laden songwriting and
strong musical performances.

Parsons recorded Stereotomy on a pair of Sony PCM3324
DASH (Digital Audio Stationary Head) multitrack machines, two
of which he eventually purchased and subsequently used for
many years. It's interesting to note that at that time — circa 1984
— these machines were priced in the vicinity of $200,000!
Parsons recalls that the general opinion of the personnel work-
ing on Stereotomywas that the “3324 sounded great. After we had
been using the machines for a while, we met up with a gentle-
man by the name of Bruce Jackson who had started a new com-
pany called Apogee. They were in the business of designing
A-to-D and D-to-A filters. Bruce came in to demonstrate some
of the limitations of the stock Sony filters. It was striking how —
when we cascaded a sound through seven or eight tracks of the
3324’s A/D/A — you could clearly hear the brittle sound of those
filters. When we tried the machine with the Apogee filters, the
difference in sound quality was clear, so I outfitted the 3324’s
with Apogee filters.”

It’s interesting to note that Parsons mixed the project
through an SSL console right back onto two tracks of the Sony
3324. Printing the stereo mix back to the DASH tape made it pos-
sible for Alan to punch in on mixes; since the “2-track” (the stereo
mix) was on the same tape as the separate tracks, they obviously
were in sync — allowing Parsons to change a section of the mix
simply by punching in on the stereo pair of tracks. It allowed him
to easilv tweak the mix at a later time, making an instrument
louder for a certain part simply by raising the track’s fader and
punching in for a few bars or even just a few notes. Additional-
ly, he could make and instrument {ower in the mix by reversing
the phase of a track and mixing that back in with the stereo mix.
For example, let’s suppose the bass was too loud for a certain
section. By reversing the phase of the bass track and adding that
sound back to the stereo mix, the bass would become lower be-
cause the phase-reversed track would cancel the “normal” bass
track that was already in the mix. This mixing to multitrack tech-
nique became favored by Parsons, and he continued to use iton
subsequent recording projects.

Maurice
White did a lot of firsts in R&B. They are all contained
herein.

No

Lowell George, Dr. John, or Captain Beefheart without
this 6’5" blues presence. Another Charly UK release.
Everything he recorded for Chess. Everything!

Probably

Thom Bell’s (Stylistics, Delfonics, Spinners) greatest mas-
terpiece. A triumph of performance, songwriting, ar-
ranging, and production. Miraculously overlooked in its
time and now as well.

What Elton John
wrought, many people bought. Lovely sound.

After the mixes were printed to the Sony digital multitrack, Par-
sons recalls “digitally transferring the mixes to Sony 1610 format. I don’t
believe that the 1630 format had been introduced just vet...around that
time, the Eventide Ultra-Harmonizer® was emerging, and it quickly
became quite a papular device in the studio. An Eventide SP2016 re-
verb was also used on Stereotormyfor its ‘stereo room’ program, which
I thought was ane of the best-sounding reverbs at the time. I was also
using the Publison audio computer for delay and pitch shifting.”

One of the more unusual aspects of Stereotorny is that the
record was mixed using a process known as Ambisonics, a di-
rectional perspective encoding system. Similar in concept to
binaural or use of a “"dummy head,” the Ambisonics process was

Anytime Jimmy Vivino and | play a great
gig and come home thinking we're the coolest, | slip this
on and quickly defrost. An instant ego-deflater for or-
ganists and guitarists alike. Other-worldly on a consis-
tent basis...

This was a serious fraternal grouping featuring
the amazing vocals of El Debarge. Another brother was
married to janet Jackson for about ten minutes. Great '80s
soul music. They don’t make ‘em like this no mo'.

Most peo-
ple’s first intro to Al. Recorded impeccably live. Very
smooth sailing.

Adrian Belew and
Robert Fripp surround themselves with prog heroes Bill
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used to extend the stereo spatial effect to beyond the physical
soundfield of a stereo pair of loudspeakers. For optimum sound-
field representation, the listener could use an Ambisonic de-
coder plus rear speakers during playback. But the nice thing
about the system was that the decoder wasn’t needed to hear
some of the systems’ benefits and — perhaps more importantly
— it had very good compatibility with stereo. You can hear the
Ambisonic process on the current stereo CD release of
Stereotomy. —Steve La Cerra

The Downward
Spiral (1994)

Nine Inch Nails

In his Los Angeles project studio — the very living room where actress
Sharon Tate was murdered by members of Charles Manson's twisted
family in the late 1960s — Trent Reznor recorded his second full-length
Nine Inch Nails album, The Downward Spiral. Fueled by controversial
lyrics, computer-enhanced guitar and drum sounds, and aload of ag-
gressive pop hooks, Reznor’s effort was 1994’s most intriguing release,
and one of the best albums of the *90s. With The Downward Spiral,
Reznor took his distorted and unpredictable art form to a new level.
Some of the key components used on Reznor’s industrial mar-
vel included a 56-input Amek Mozart console with Supertrue Au-
tomation; a Roland TR808 drum machine; two Akai S1100’s, Akai
S1100 EX, EMU Emax, and Ensoniq Mirage samplers; a Macintosh
Quadra 900 computer running Opcode’s StudioVision and
Digidesign’s Pro Tools and TurboSynth; a Studer A800 MKIH 24-track
recorder; AKG 414, Shure Beta 58 and 57, Electro-Voice RE20, Fos-
tex Stereo, Crown PZM, and Neumann U 87 microphones; Prophet
VS, Oberheim Obermoog, Xpander, OB-8, Waldorf MicroWave,
MiniMoog, Sequential Circuits Pro-One, ARP 2600, Odyssey, and

Bruford and Tony Levin and let ‘er rip. The Mahavishnu
Orchestra of the '90s — and vocals, tool

The
record she was born to make. All that platinum and
press paved the way for just extremely relaxed blues and
soul au natural after all the fuss. A breath of fresh air.

I'm 55 and | don't do the rap/hip hop thing, but
| do get this, and so should you!

Great picks of composer’s
catalog and tasteful duet arrangements — one of the
most soothing CDs ever issued. These two instruments

make great bedfellows...

PIRLICAT LY RIS
) Amoy

Kurzweil K2000 keyboards; and a bevy of outboard gear.

One of the things that The Downward Spiral amounts to is a
delicate collection of inspired noise. Reznor has always shown a pen-
chant towards layering his music with various unconventional
sounds, clips, and clutter. “I think there's something strangely
musical about noise,” Reznor told Keyboard magazine in a 1994 in-
terview. “If you take a high frequency and pitch it way down to where
it’s aliasing, you've got a pretty cool thing. You layer that in the mix,
and suddenly it becomes thicker, even though sometimes you can’t
necessarily hear it. In a song like ‘Mr. Self Destruct,’ obviously you're
going to hear it; it sounds like a vacuum cleaner running through
the whole thing. But a lot of times it just thickens things up...”

A treat for the ears. Smith fronts a big-band, mas-
terfully recorded by Val Valentin. Special treat: Oliver
Nelson’s arrangement of “Slaughter On Tenth Avenue.”

Jeff Lynne’s crowning glory. All the great
tracks (and then some) in one place.
Hendrix used to play with them.
Young guitarist Ernie Isley appropriated everything Hen-
drixian when the Master passed on, and plays all of it
on this album. Check out “Summer Breeze” and “Who's
That Lady.”

The debut album by these Motor City Madmen
before they were seduced by Hollywood. Mel Torme
(212) guests.



And the technology-savvy Reznor’s
concept of the ideal drum sound is also a
bit unconventional. “My idea of adrum s
a button on a drum machine,” Reznor said
in the same Keyboard interview. “When |
hear a real drum kit...when someone hits

a kick drum, it doesn’t sound to me like |

what | think a kick drum is. Any time I've
been faced with, ‘Let’s try miking up the
drums,” well, you put a mic up close, you
put another one here, 300 mics, gates,
bulls—t, overheads, bring ‘em up and lis-
ten to it and it doesn’t sound at all like it
did in the room...It doesn’t sound like be-
ing in a room with live, ringy drums.”

Reznor did use live drums on a few
tracks, but he’s quick to point out that they
were immediately altered. He took a drum
kit into about 25 difterent environments —
bathroom, living room, garage, outdoors,
etc. —and recorded it on a DAT machine.
He then sampled them all in stereo with ve-
locity splitting on an Akai $1100.

And this philosophy of instrumental
enhancement doesn’t stop with the
drums. Reznor confesses that almost
every instrument and vocal on the album
was recorded to the computer first, before
being flipped, reversed, and/or turned
upside down.

After all the smoke cleared and the
computers were turned off, the result was
an album like no one had ever heard be-
fore. The Downward Spiral proved that
technical wizardry, along with a modicum
of intelligence and heart, could bring lis-
teners into a new dimension of popular
music. —Michael Sanchez

One of the greatest
alto sax albums in all jazzdom. Sev-
en horns, bass, and drums play
clever arrangements and Crawford
cries and wails over the top. In
1960, this was actually Ray
Charles’s band minus Ray.

The CD they always have playing
in stereo stores to get you to buy
high-end speakers. Actually
sounds good on low-end
speakers, too. Don't tell
anyone...save money!
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Meet the music man of the new millennium...

Friday nights here in L.A., producer Jon Brion hosts
a (humorous) musical variety show at a nightclub dubbed
Cafe Largo. Improvisation, new tunes, oldies done with
a devilish twist, surprise guests, retro instruments,
colorful rock, and tasteful roll. You might hear Brion
playing “Sympathy For The Devil” on an accordion. Spir-
its of The Beatles and The Doors appear from out of
nowhere and get bent out of shape.

Someone shouts out, “This guitar string is wrapped
around my heart,” and Brion weaves a believable song
around it. A recent show featured the mighty Finn broth-
ers, Neil and Tim, formerly of Split Enz, and Crowded
House. Brion has the remarkable ability to be both a leader
extraordinaire or an accompanist with fitting flare. His
stage antics have led to the taping of a pilot for VH-1.

Born in the rough woodlands of New Jersey, Brion has
been living in L.A. for the past decade, gathering accolades
for his ability as a multi-instrumentalist with an eclectic
collection of string and keyboard instruments. His first
solo album is in the works and, as a producer of note, his
recent albums include exemplary work with Rufus

Wainwright, Aimee Mann, and the new offering from
Fiona Apple. We met at Extasy Recording Studios South
during the final stages of mixing Apple’s album. I was

invited to listen in as the year-long project neared com-
pletion, and then enjoyed two chats in the studio canteen.
First, Jon and I talked. Then he returned to the control
room and Fiona stepped out to speak about her work.




A CONVERSATION WITH JON BRION

Mr. Bonzai: Fiona strikes me as someone with good taste...

Jon Brion: Exceptional taste, and that’s one of the reasons why

itis so good to work with her — that, and the fact that she’s

articulate. Artists make comments, but you sometimes just

hear ego talking. She’s not like that.

Do people have the wrong impression of her?

That is definitely the case. It’s just an impression based on what

they saw on TV, when she was on an award show making a

speech about the world being bullshit. She looks like a mess of

trouble, and the songs on her first album are about terrible things

that happened to her. People assume that she isa dark and neg-

ative person — but, as you can see, that is not the reality at all.
She’s extremely bright. If something upsets her, she feels

itacutely, but she also describes it acutely. She is not what most

people would think of as the “difficult artist.” She is not a diva,

and she is open to ideas, and it is not a dark soap opera. She

treats everyone well, and there is no feeling of a ladder of com-

mand common to many recording situations. With many pro-

jects, there is almost a class systemn in the recording studio, but

not this one. After all, making records is supposed to be a cre-

ative working environment — most of us do this because we

didn’t want typical jobs that mirrored the way society works.

How did you meet Fiona?

I was a session musician on her first album. [ gota call from

Andy Slater, the producer, who [ knew from jam sessions at

Cantor’s delicatessen here in LA. He was producing her demos

and asked me to play guitar. [ brought some more instruments

and he learned that I could play a variety of things. When the

album got started, I came in as a multi-instrumentalist, and

sometimes arranger.

You play the Vibraphone. How does that instrument work?

The Vibraphone is like a Xylophone, except that it has met-

al bars. It is hit with softer sticks and it has a pipe of equal

length to the resonance of the bar. If it’s an A440 on the bar,

the pipe itself — if you were to blow into it — would create

an A440. Then it has a little disk which spins, opening and

closing the aperture to the pipe, thus creating a Doppler ef-

fect. When the aperture is open, the pipe resonates at the

same pitch and is twice as loud. As soon as the disk closes the

pipe, the pitch changes and you get natural chorusing be-

tween the two. It's completely ingenious and absolutely

acoustic. It only

needs a little elec-

tric motor to turn

the disk.

What about the

Dulcitone?

It’s a Scottish in-

strument, turn

of the century,

which essentially

plays pieces of

metal shaped

like tuning forks.

It sounds like a

muted Celeste.

The lowest notes

sound like a

thumb piano. My

mom found it in

an antique shop

in Connecticut and thought, “Oh, weird keyboard — Jon
will love it.”
Reminds me of the eclectic collection of Mitchell Froom...
1love Mitchell’s work. Ten years ago, when I started collecting
archaic keyboards, the only other people I knew who were
collecting as well were Mitchell Froom and Tom Waits. Every
time I found a keyboard that I thought nobody had, a record
would come out and Mitchell had used it first.
Van Dyke Parks also contributed to Fiona’s first album. What
is the essential value of Mr. Parks?
I came to Van Dyke the way many have, through his Beach Boys
work. I bought a book about making the S/nilealbum and found
an ad for Van Dyke’s first record, which stated: “How we lost
$100,000 on the album of the year.” At the time, his was one of
the most expensive records ever made. | went out and got the
record and was floored by the scope and span of the work. So
rewarding. It's a complete world you enter with Van Dyke.
Then, when I moved to Hollywood, I hoped to meet him.
Eventually, | was asked by T-Bone Burnett to play banjo on a Sam
Phillips track. I suggested that I might also play treated piano. He
asked to hear my idea, so [ walked out into the studio and there
was Van Dyke sitting with his accordion. 1lost it in a complete fan
way,  was so happy to meet him. Much to my delight, when we
were assembled for the session, at Sunset Sound, Studio 3, we were
putinan isolation booth together. We did a couple of takes, and
he was full of compliments for my playing. [ was beside myself.
The next time I saw him, he was doing string arrangements
for Fiona's first record, working at Capitol’s Studio B. I said hel-
lo, and thought he might remember me. Van Dyke said, “Oh, I
remember you— you're a bitch, baby. Your hands still do what
you tell them to do!” Luckily, I have had the opportunity to work
with him more. I hired him for the string arrangements on Ru-
fus Wainwright’s record, and they are classic. He is utterly unique,
and there is a community of people who appreciate what an as-
set he is to our world of music.
Let’s touch on the technical side of this Fiona album. Was
there much preproduction?
Nope. The way it worked was Fiona asked if I would like to
do the record. I said that she should play me songs because
it may be the case that [ would recommend somebody else.
She’s a friend, and I left that option open. She said OK, and
I didn’t hear from her for months.

I assumed
that she was off
recording with
someone else. Her
boyfriend is a film
director, and we've
worked together in
the past.  ran into
him and asked
how she was doing
and he told me
that she was wait-
ing to finish writ-
ing the entire al-
bum so that she
could play it for
me. She decided
that she woukin’t
play me anything
until she had writ-
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S TRACKS

ten the whole album, and had written all the lyrics out by hand,
and had made a booklet for me.  went over to her house and sat
next to an upright piano. She said she wanted to play the entire
album and then we could talk afterwards.

['tell you — good songwriting is the best preproduction in
the world. Good songs are pretty much indestructible. A good
song badly produced is still a good song. She didn’t want a record
where she was in the studio seven days a week for 12 hours over
three months. She trusted me, and I asked her to play piano and
vocal, to a click when applicable, for all the songs. We had the
drummer from her first album come in, Matt Chamberlain, who
is fantastic. He played to those tracks and voila— basic tracks.
Where did you record piano and percussion?

Mostly at Ocean Way and NRG.

What equipment do you have in your project studio?
Thave an Ampex 1200, and I just bought an old Stephens 24-track
recorder. [ have an Oram console and a nice selection of mic pres.
David Bach, who works for Sound Deluxe, has made a lot of
equipment for me: compressors, mic-pres, EQs — all tube. [ have
a pair of Telefunken and Neve 1073’s, all sorts of odd stuff. Al-
tec mic pres and mixers. And I have a pair of Church mics —
made by Stanley Church, of course. [ understand that he made
alot of microphones for MGM during the classic '50s period. He
heard the U 47 and ordered 200 capsules from Neumann and
then built his own microphone around them. They use a great
deal more power and tend to have more detail than a ‘47. In-
credible mics, and then Neumann got wind of it and shut him
down. For the most part, we tracked Fiona with a 251, Neve pre-
amp into a Fairchild with the occasional Pultec EQ.

Could you comment on your engineer Rich Costey?

He’s been invaluable. Well-rounded guy, good engineer, good
programmer, ran most of the Pro Tools stuff we've done. He’s
got a good ear and is a nice person, which is key to a project.
Nobody wants to put up with a jerk for any long period of
time. And here we are mixing on a very nice Neve console.
We've had great luck since we've been working here.

As a musician, are you afraid of the Internet?

No, I've been looking forward to this. Twelve years ago, I pro-
grammed Fairlightsata
studio in Connecticut
and realized — because
of the way information
was stored — that there
was a big change com-
ing. Right now, every-
one is trying to figure
out ways to protect ma-
terial and how to pro-
cure money from the
Internet. I think it's
much more socialistic
than that. For most
artists, the question is
general subsidy. We
sign record deals be-
causeit's the only sub-
sidy that is offered. We
no longer live in the Age
of Kings, where the
artist might live for free
at the castle and write

some minuets.

Rear (I-r): Brion's assistant Tom Biller, Extasy Recording Studios v
South assistant engineer Tom Banghart. Front (I-r): Rich Costey,
Fiona Apple, and Jon Brion
L [

I have always been interested in the notion that if you want-
ed to release what you have done — to the entire world — just
to do it, and now we have the technology to do so. The artist can
say, “I am going to offer this for free. [ don’t care.” I am inter-
ested in seeing people move away from the plan to put a grid
on the Internet, to do massive accounting.

Here is my concept, which is an unlikely scenario be-
cause it requires human cooperation. It would run like share-
ware. You assume that most people are going to pirate the
material, butif youlook at the truth of the music, you see that
it has the potential to genuinely touch people and perhaps
change the course of their lives, or at least that given day.
There are enough of us in the population who are happy to
support those who affect us. The amount of money I have
paid out over my lifetime to “give” to the artist is consider-
able. The music has enriched my life and I give back, but they
don’t see any of it.

By releasing records independently over the Internet,
there is a fair chance that the artist might see some return.
[ think it should go one step further. F—k it. Obliterate the
new smaller, kinder companies because they will just become
evil in nanoseconds anyway. Anybody who doesn’t think so
isan idiot. Let’s do shareware, and in this Internet honor sys-
tem, maybe 10 percent will honor it. If you fall in love with
arecord, it is something you live with for months. Why would-
n’t you send back five or ten dollars directly to the artist?
What music would you like played at your funeral?

That’s easy. The next to last movement of the Cabrielie Suites
by Peter Warlock.

Do you have any advice for people entering this wanderful
music industry?

[Laghs.] Stay in your car. Wear your protective clothing.
Hmmm. Actually, Jim Phelen gave me some good advice,
“You will get lots of offers that are very attractive, for one rea-
son or another: money, power, etc. My only advice to you is
to don’t do anything unless you actually love it.”

And here’s something else: On his box set, Tony Bennett
thanked Frank Sinatra for giving him the best advice of his
career. “Only sing the
finestsongs.” [ believe
you should put your-
self in situations where
good things are going
on, and work with
people you enjoy and
respect. If you have
songs that you feel are
great, play them
proudly.

A CONVERSATION
WITH FIONA APPLE:
Mr. Bonzai: What do
you think of John
Brion?

Fiona Apple: I ab-
solutely love him — as
a person and as a mu-
sician. He's very un-
derstanding, and he
has the best taste. He's
heaven to work with.




TECH NOTES
BY RICH COSTEY, ENGINEER, WHEN THE PAWN...

Even before beginning the recording process that yielded When the
Pawn..., Jon and | had many conversations on record-making, and,
through them, developed a fairly clear vision of which techniques
and concepts might be employed to ensure the best combination of
sonics and performance to enhance the material. Throughout those
conversations, certain themes and issues presented themselves that
could be solidified before beginning the project, but, of course,
many more developed once the process had begun.

The primary issue was not “analog or digital,” as we agree that
analog is superior both for sound quality and longterm storage, yet
digital offers speed and flexibility. The issue was how, why, and
when to use digital, while staying analog as much as possible. | am
a frequent user of random access harddisk recording, and, as such,
it was agreed that such a system should be used as an extension of
the overall recording process, not as the centerpiece of it nor as a
perfcrmance enhancement device. The result being that the vast ma-
jority of the album was recorded directly to analog tape. Even when
a part was recorded digitally, care was taken to retain the integrity
of the original performance, particularly where vocals were con-
cerned (autotuning was not employed, nor was it ever needed).

Beyond that, many of our tenets concerned abstention from com-
monly used recording techniques: mic the drums with as few micro-
phones as possible; mic the guitars with as many microphones as hu-
manly able {taking careful note of phase); only use combinations of
microphones that look good together; use only militarygrade power
supplies (specifically from the Canadian Royal Airforce); never allow
an SM57 1o even be brought into the room, let alone have a cable
connected to it; when using drum kits bought at yard sales for under
$5, close-mic them with only Elam 251 microphones; if an excellent-
sounding live room is available, then put the drummer into the con-
trol room next fo the tape machines; choose outboard gear primarily
on look, not sound; begin the day not with coffee, but with dinner...

Fiona's vocal was recorded using only an Elam 251, except
"Get Gone,” where an excellent BLUE version of the “Hitler Mic”
was employed. Mic pres throughout the project were primarily
Neve 1073 and 1066, with strong appearances by some of
David Bach'’s custom-built tube pres as well as other preamplifiers
that can only be discussed on a needto-know basis. Portions of
audio passed through a beige G3 Macintosh running at 266
MHz. Hard drives spun at a rate not less than 10,000 rpm.

CD-DUPLICATION

EXACTLY

cdDIRECTOR Networked Systems

Fully Automated Standalone Systems

Pro Series Manual Towers

2 Through 16 SmartDRIVE
Configurations

Easi-DAT / Easi-AUDIO Support

\ediaFORM

WORLD’S MOST ADVANCED CD DUPLICATORS

400 Eagleview Bivd., Suite 104 * Exton, PA, USA 19341
Phone: 610-458-9200 * Fax: 610-458-9554
Toll Free in the USA 800-220-1215
email: info@mediaform.com « web: http://www.mediaform.com
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How easy it is to take for granted the
talents that he has. I look back at the
time [ played the songs on the piano
at my house for Jon, and then
when I began working with him in
the studio — it doesn’t even seem
that he has to think about it. He just
follows the music. He has an ear
that allows him to suddenly play
things. But he will exhaust himself
working on something to get it just
right, until you think he will pass
out. And then he comes up with
something that is absolutely key to
the song. And he’s a great friend.
He's such an important part of my
life as a musician.

What is different about your sec-
ond album?

Because of changes in me person-
ally, and also because of working
with Jon, every element has been
taken to the highest degree. It is
more confident and less self-con-
scious. Jon has his genius and his
visions, and will go and go and nev-
er stop and play everything that
comes into his mind. He can do so
much. It’s easy to discuss, and take
apart the song and its structure. But
it’s not only that he wants to make
a good record — he wants to make
a record that the songwriter in-
tended. He knows that I will be go-
ing out to play this.

Are you looking forward to going
out on the road?

Yes, I am. I will have my regular
band and techs, and | love them.
Name for the album?

It’s a very long title, from a poem [
wrote during the last tours. Short ti-
tle: Wiien the Pawn...

Were you encouraged as a child to
express yourself?

Yes, but I didn’t want anybody to
know. My parents encouraged me to
play piano, but I didn’t tell any of my
friends. If you are 12 years old and
play the piano, T knew what they
would think. I couldn’t stand the idea
that people would think I was writing
stupid things, because [ wasn't. It was
too important to me to have anyone
thinking about it. I just didn’t want
anybody to know.

Did you think this would become
your life?

No, not at all. I never thought about
it. I never gave thought to what I
would do when I grew up. And when
it came along, I didn’t have to
weigh it against anything else. E@

|




10 XDR MIC PREAMP CHS - 4 STEREQ LINE CHS - 4 SUBS

A

NV

" v
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The 1642-VLZ PRO: midsize luxury for

RCA inputs and outputs

10XDR" mic preamplifiers (on mono —
with tape input level

N mic inputs Chs. 1-10) wit the hinest
| sound quality (and specifications)

ever on a compact mixer. 3dB to

60dB gain range.

15Hz1 low cut filters on aii

10 mic channels. Sharp 18dB/oct.,
phase accurate circuitry cuts
infrasonics caused by stage
rumble, wind noise and P-pops.

Sweepable midrange £Q on
Chs. 1-8 with incredibly wide
100Hz-8kHz sweep rauge. Fixed
shelving HF EQ at 12kHZ and
fixed shetving LF at 80Hz.

Overload and ultra-sensitive,

~20ds Signal Present LEDs

on every channel.

4 aux sends per chanael. Auxes
182 are pre/post switchable;

Auxes 384 are fixed post-fader.

)

N
ESOTERIC MIC FRE

LOWEST NOSE,
HIGHEST HEADROOM

0.0007% THD

130:4B DYNAMIC RANGE T0
HANGLE HOT 24-B/T/192kHz
OUTPUT FROM DIGITAL AUDIO
WORK STATIONS

FLAT WITHIN 1/10xdB ACROSS
20Hz 10 20xHz ANE DOWN ONLY
-3dB AT 1Kz and 192kH:z

ULTRA-LOW IM DISTORTION &
E.LN. iT REAL-WORLD
OPERATING LEVELS
IMPEDANCE INDZPENDENT

BEST RF REJECT/ON OF ANY
COMPACT MIXER AVAILABLE

LIVE SOUND

mic & mono {me inputs

mich stereo inputs

8-TRACK RECORDING efiecs

———

4 sterealine inputs Unity
summed w/mic-in chs 9-12, +20dB
chs 13-16.

8 mono line inputs (Chs. 1-8), with
+15dB ta -45dB gain range.Bal./
unbal. direct outs on chs 1-8 ——

| Inserts on the first 8 chs.

f

R
'=

|
60mm logarithmic taper faders with
ultra-long-life resistance elements
provide linear volume change from
full-on to -©0.

On the haek: Direct outs {Chs. 1-8,
bal./unbat), TRS mono-maim output
with level control. XIR stereo main
outputs with recessed mic/+4 line
level switch.

You asked. We listened.

The 1642-VLZ PRO is packed
with goodies including
sweepable midrange EQ,
75Hz low cut filters to cut
room rumble and drum
vibrations, Control Room/
Phones switching matrix
with individual level
controls, four aux sends
per channel. constant
loudness pan control

. Recording: The new

* 1642-VLZ PRO gives you
the finest mic preamps
ever offered on a
compact mixer. Two
dedicated channels for
tracking. Eight for

¢ and in-place stereo solo.

Effects to Monitor controls on
Aux Returns 1& 2 let you fold

EFX back into stage monitor control.
mixes independent of main PA.— Aux Return 3 can be
4-band EQ on Chs. 9-16. With | assigned to Main Mix or
12kHz HF, 3K Hi-Mid, 800Hz | Subs1&20r3&4. *
Low-Mid and 80HZ LF. :
i |
Aux Return 4

Control Room/Phones Section with
separate headphone and control room
level controls. Source Matrix selects

any combination of Main Mix, Subs
1&2, Subs 3 & 4 or Tape for exceptional
studio monitoring flexibility. Also lets
you create a third live stage monitor mix
or separate feed.

True 4-bus configuration with ch and

master LR assigns. Each bus has 2 out-
puts, letting you hock up all 8 chs of a

recorder without constant repatching. —

monitoring. And two stereo
channels for effects. Plus
“double-bussed” submix
outputs so you can feed all
8 channels of your recorder
without having to re-patch.

Live and Alive: Mixers
aren’t always sitting calmly
on the side of the stage
anymore. Often, thev're out
front. They're instruments.
The 1642-VLZ PRO has
plenty of mic inputs for
vocals, guitars and drums -
plus 4 stereo channels for
DJs and Keyboards.

800/258-6883 - www mackie.com -
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| can be assigned to
Control Room/
Phones only.

|
Master Aux Return Solo switch.
Tape to Main Mix switch.
RUDE solo LED in bright

ecotogially-correct green.

Level-set LED + channel strip -
in-place stereo solo buttons
make initial level settirg fast
and accurate.

Call toll-free or visit our

web site for complete
information on the new
midsize luxury 1642-VLZ PRO.
Learn why it’s the best
compact studio or live
sound mixer (and rip-roarin’
Electronica sound collage
board) on the planet.

* 5999 suggested U.S.
retadl price does not
include extra toppings or
optional thick Sicilian
crust. Your price may vary.
No user-serviceablz parts
in this footnote.
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No computerized editing. No technological trickery. No
drum machines or MIDI gear. These were the priorities
in the making of There is Nothing Left To Lose, t/ie
receni release from Dave Grohl and I'oo Fighiers. Foo
Fighters and co-producer/engineer Adamn Kasper record-
ed the project in the basement of Grohl’s house over a
period of about five months, leaving behind the techno-
logical whiz-bang used of late for making slick records,
concentrating instead on solid guitar and drum sounds
and quality songwriting. Of course, before the actual
recording process began, there was a studio 10 build. ..

The genesis of Dave Grohl’s studio came when he and
Adam Kasper were working on a project last summer:;
“Dave and [ were doing a recording in L.A. with a band
called Verbena,” begins Adam “and he was talking
about building a studio. I told him I'd help him put it
together, so we built it from the ground up. For about
two or three

so he, [drummer| Taylor Hawkins, and [bassist] Nate
Mendel would rehearse. But often it turned out to be
Dave, Taylor, and 1 hammering it out in the studio.
we'd track the songs and realize that maybe a part of
the arrangement was wrong or a drum part needed 1o
be changed. Then we’d redo it. There was about a
month of preproduction recording, all multitrack. On
two or three of the songs, we worked through several
arrangements. Usually you don’t have that luxury.”
After recording the original song sketches, the guys
took a break while Dave did some more writing. Then
Adam and the band came back to record keeper mate-
rial. “In the first month, we probably only tracked six or
seven things ro get a feel for the songs and the studio,”
recalls Adam. “There was a little bit of acoustic weird-
ness in the studio. The ceilings are relatively low, but very
live, and ended up being a bit out-of-control, so we
bought a bunch of cheap sleeping bags and hung them
up on the walls...

months, we
looked at mixing
consoles, trying
to find an old API
or Neve. Finally,
we located an API
at Ocean Way,
Nashville, SO
Dave bought it. I
hired some techs
to connect the
console and get it
up and running.
We also got a
Neve broadcast
board to use for
outboard mod-
ules, kind of like a
sidecar. | found a
relatively new
Studer A827 (2-
inch, 24-track)
which is some-
thing we really
wanted — since
there's not a
whole lot of tech
support in Vir-
ginia (the locale
of Grohl’s studio), we needed a reliable machine. There
wasn’t going to be any Pro Tool-ing, so we'd need to do
tight punch-ins and backwards recording. That’s why
we chose the Studer. Most of the album was recorded
at Dave’s house, and then we mixed it in L.A.”

ROUGHING IT UP

Over a period of about a month prior to the “serious”
recording, Grohl and the band worked on songwriting
and rehearsed their material while tracking the rough
ideas. Initially, Foo Fighters guitarist Franz Stahl was
involved in the project, but Stahl was apparently pulling
in a different musical direction, so he left the group. Ac-
cording to Kasper, “Dave had more than 12 song ideas,

just sort of made it
look terrible, but it
helped sonically!
Also, we hung
some carpet to
deaden the sound
a little more.

“Technically
speaking, we got re-
ally lucky with the
whole studio. The
APl board was n
perfect condition,
and all of the gear
worked great. | was
counting my lucky
stars every day. [t
was only a matter
of messing with the
acoustics a bit. The
control room was
also a little too live-
ly, so we put a
couch in there and
bought some foam-
type acoustic treat-
ment to put behind
the console.”

TUBULAR DRUMS

While Taylor was in the live room playing drums, Dave,
Nate, and Adam would be in the control room. To avoid
leakage, the guitar amp was placed in a closet. This ini-
tial scratch guitar was not intended as a keeper; after
a usable drum take was laid down, they’d move the
amp(s) into the live room for recording guitar sounds.
Kasper says he’s “into the old Neumann tube mics, so
we rented some classics like U 67’s and U 47’s for over-
heads and kick drum (I like tube mics for kick drums).
We also had bever ribbon mics for the room.

“l didn’t use a lot of distant room mics on the
drums because 1 find that, once you get your guitars
mixed in — unless vou have a very sparse, open song




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 tevel contrcls with LED meters and a conve-
nient 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. un

SAMSON

For irore about Samson Audio, please call 516-354-2244, fax 516-364-3888 or write to Samson Technologies Corp.,
F.O. Box 9031. Syosset, MY 11791-9031. Visit Samson Audio at www.samsontech com @1999 Samson
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you’re just wasting tracks. I usually track about two
to four different room sounds to use in the mix, then
accent them with kick and snare mics. By basing the
drum sound more around the room mics than the close
mics, you get a good mix of the kit. If you compress
them the right way — especially with guys like Dave or
Taylor, who practically mix themselves — the balance
of the kit is great.

“Some drummers play the hihat very loudly,
which makes the toms fills sound small. If you can get
a drummer to not kill the cymbals as much, then you
get a nice balance. Dave’s a huge John Bonham fan, and
Bonham was really good at that. If you listen to or read
about some of the Zeppelin recordings, they’d use the
rooms mics. Also, in the past Dave did a lot of 8-track-
ing, where he’d have only one mic — so he started
learning to mix his instrument through the playing. We
started talking about this concept last year, listening to
Bonham, and realizing it was key to a great drum mix.
If you listen to a fill, by the time he gets back to the one
with the kick drum, it’s usually the most accentuated
thing. So you’ll hear a nice tom fill and then boom, back
in on the one.

“I try to get a lot of toms in the overhead mics, both
through compression and the position of the mics. I
don’t use a lot of compression, but I get a much better
tom sound from my overheads than I do from the close
mic on the tom. Generally, I'll place the mics over the
drummer’s head and not directly over the cymbals,
somewhere in between the toms and the cymbals, and
move them several times until I get the right balance.
They’re kind of pointed down at an angle, looking at the
toms. The snare sounds good that way as well. A lot of
people take all the low end out of the overheads or do
a close-cymbal-miking. [ never do that, and I don’t even
mic the hihat most of the time. If | have 48 tracks, I'll
mic it, but I generally never use it because I get so much
hat in the overhead mics already.

“For the kick drum, I got into using two tracks.
There’s a mic inside, close to the beater for attack, usu-
ally a (Neumann) ‘47FET. Then the majority of my

sound will be the outside tube mic — at least 6 inches
from the front head, very low to the floor with a little
bit of space for the room sound to come in. If you get
too close, it obviously blows. Sometimes a little of that
little distortion can be nice. When I use the two mics
like that, I move them around to make sure the phas-
ing isn’t screwed up. If they’re not set right, then you’ll
lose the low end. When they’re in the right spot, you get
this super fat low end.”

Though the band used a click as a timing reference,
Adam stresses it was “only a guide — not something we
tried to match. We might spend a day or a half-day on
the drum track for one song, so we’d stripe the tape
with click and scratch guitar. Then Dave and I could sit
in the control room and make Taylor work his ass off!
We actually did a lot of drum punches, though it’s
something people generally don’t like to do. I treated
it just like a vocal track and I’d punch across all the
drum tracks — in and out of a chorus or maybe in for
ariff and then out. It’s tricky to do, but that was one of
the reasons we wanted the Studer. You can rehearse the
punch on that machine. Sometimes the track is 80 per-
cent perfect, and if you just punch one chorus, it’ll be
killer. It worked out great for us. We took a similar ap-
proach for the bass and guitars as well.”

READY-MIX

One of the more unusual aspects of Adam’s recording style
is that he often records effects with a sound, stating he’s
“definitely one for getting sounds onto tape. I don’t like
an ‘Tl do it later’ attitude, and that includes vocals. I'll mix
compression and effects right in on the vocal track. If 'm
not sure about it, I'll put the effect on another track. But
I've done this before, like when I worked on Down On The
Upside from Soundgarden. “Blow Up The Outside
World” had a vocal effect that was like an Echoplex/
bullet mic thing. That was an instance where we liked it
already, and that’s the way we tracked it.”

Also a bit unusual is that fact that Adam likes to set
up vocal sessions “in the control room, with everybody
wearing headphones. 1 might fake-sing the song to
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Learn Audio *
Recording
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All students train, hands-on, in cutting edge 48-track
Analog/Digital Recording Studios that feature:

¢ SSL o Amek ¢ Studer * Neotek
¢ Otari ¢ Lexicon ¢ Neumann ¢ Hafler
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* Mac G3/TASCAM Digita! Lab
¢ StudioMaster Mix Down Lab
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mess with sounds, until I get something I think works in the track, with
effects, compression, and EQ. So that it’s got a vibe. I've found singers
give you a much better response. If it’s all dry and out of context, it’s
hard to sing. It’s much quicker to communicate with Dave singing in
the control room. We'll sit there with lyric sheets, do a verse at a time
or the whole song or whatever sentence. Then we’ll stop and listen
together, get ideas, and do it again. You don’t necessarily get a great
room sound, but for ease of communication it’s a good way to go.

We stock : Cakewalk, Cubase, Sound Forge,
Smart Score, DSPFX, Voyetra, Sibelius-Emu
Midi Time Piece AV, SEKD, Performer,
LAYLA, Midi Man , - Core 2, Samplitude,
Fast Edit, Finale, Band in a Audiomedia
Jammer, Turtle Beach, Frontier, Seasound,
Cool Edit,Lynx Studio, -Jam-Toast, Ego-Sys,
Retro As-1, Reality-Acid- Dozens of Others!

SHOP ONLINE ! _ .,

“Most of Dave's vocals were done with either a Telefunken tube Jeighs.com
‘47 or a '67 tube. Generally, he’d sing a verse, we’q listen and say. . CD Rom Recorders
‘OK line 1 and 3, let’s do that.’ Then we’d punch 'till we got it right %, and software to master are
and then double that. Dave sounds very good doubled, and he feels el OUF specialty!

really comfortable with it. There were a few songs where I con-
vinced him not to do it, but, as a singer, he felt more comfortable ! DSPFX
with the double. There’d also be times where a particular song
would be easier with one headphone off and a nominal speaker lev- W
el going. It can give you some problems in mixing, but if it’s not too
loud, then it’s cool.

“When you use a lot of compression — which I tend to do on vo- Call for tree Midi Multimedia catalog!
cals —then you might all of a sudden get this ambient track kicking We ship worldwide !
up in the background. For the maost part, I mute that out, but it could N FAX : 610-789-9895

be a cool effect for a flanging sound that we might leave in. The main
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issue for both of us was that he didn’t want to see a

computer in the room. | have the same philosophy.
Every time I've used it as a main tool, there’s time
wasted going into sub frames and autotuning and all
this sh-t. These guys are so talented that there's no
reason for it.”

THIS ONE DOESN'T GO TO 11

Nate’s bass was recorded primarily through an Ampeg
B15 amplifier. Kasper tried several different ones “un-
til we found the one that sounded best. One had a JBL
in it and another had the original speaker. It was dis-
tinctly different. On the majority of the tracks, Nate
played a P-Bass |i.e., Fender Precision —Ed.], but we
used a Jazz bass on a couple of the tracks. Sometimes
we’d add a bit of distortion, right on the main bass
track.

“To mic the B15, I used either the tube ‘47 or ‘67.
1'd place the mic a few inches off the speaker, and gen-
erally towards the outside edge of the cone by about 6
inches. We kept the volume pretty low, as opposed to
an (Ampeg) SVT where you need to crank it up to get
it going. The tone of the B15 was much better like that
— not breaking up at all. The volume knob was set
around 9 or 10 o’clock. We definitely messed with that
quite a bit because, if we had the volume up too high,

the amp would fart out. But then if we came down too
low, the tone wasn’t quite there. There was definitely
a sweet spot.

“I always took a direct path as well because, in mix-
ing— depending on the song — I might add a bit more
direct if the bass needed more attack. But, generally, the
direct is mostly a backup. Oftentimes I'll run the direct
back into an amp during the mix stage so that the phase
of the direct sound lines back up with the original amp
sound. There’s always a bit of a phase problem between
the amp and the direct, so during the mix I'll run the
direct track through a head or even a head and speak-
er for a nice clean tone. On occasion I have used a de-
lay to put the direct back in phase with the amp. It’s
usually a very small delay, like 3 to 6 milliseconds.”
[When a bass is recorded by miking an amp and using
a DI simulianeously, there is usually an inherent
phase difference in the nwo signals. This is due to the fact
that the signal path of the direct sound is shorter than
the signal path of the bass to the head/cabinet/micro-
phone. This time delay of a few milliseconds results in
a subtle phase difference between the two signals and
can cause cancellation of low frequencies. By running
the direct 1ape track back through a path similar ro the
original bass amp/mic path, the direct sound is slight-

continued on page 136
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HHB TUBE PROCESSORS.

PREPARE TO HAVE YOUR SPINE TINGLED.
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H”b RadIUS Nothing beats the unique sound with a range of five professional tube processors designed and

of the vacuum tube and nothing beats the built in Britain, the home of vintage tube audio. Thought you

extraordinary value for money of HHB’s couldn't afford tubes in your mix? Check out HHB Radius

Radius tube processors. At a fraction of tube processcrs at your nearest dealer

the cost normally associated with high and prepare to have your spine tingled.

end tube outboard, you ean add real

HHB Radius Tube Processors (left)

warmth and presence to your recording
Also available: HHB Class'¢c Tube Processors {right)

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

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

HHB Communications Ltd - 73-75 Scrubs Lane, London NW10 6QU, UK
Tel: 320 8962 5000 - Fax: 020 8962 5050 - E-Mail sales@hhb.co.uk

http://www.hhb.co.uk

Don t forget to record on the best: HHB Advanced Media Products
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nur Me1400i has become one of the
best-selling power amplifiers in America’.
Now you can get the same clean sound,
bullet-proof reliability and wealth of

system enhanc-
M-800

ing features in a

new slightly 800 watts
“smaller” size. @4 ohms bridged
The M#800 joins 550 watts
theé riBndo @8 ohms bridged
. e 400 + 400 watts
flganto.;de 2600 @2 ohms stereo
o 275 + 275 watts
w'ﬂf a complete @4 ohms stereo
family of FR 140 + 140 watts
Series High @8 ohms stereo

Current Power
Amplifiers. Visit your nearest Mackie
Dealer and check out the best watts-
per-dollar amp line in the galaxy.

All FR Series Power
Amps have: « Variable fre-

quency fow-cut filters » Limiter
with On/0ff switch « Detented gain
controls calibrated in dB and volts «
Selectable stereo, mono & bridged amp
modes « LED levet display with Signal

Present & Overload indicatars « Balanced
XLR & TRS inputs » XLR thru outputs + Supe-
rior T-Design cooling » 5-year transfer-able Limited Warranty

M-800: 800 watts @ 4 ohms bridged + 400+400 watts @
1 ohms sterea » Constant directivity norn EQ/Air EQ « 174" &
5-way binding post outputs

M-1400 & M-1400i: 1400 watts @ 4 ohms bridged
+700+700 @ 2 ohms stereo o Constaat directivity horn EQ/Air
£Q + 18dB/oct. subwoofer crossover with 2 selectable frequen-
cies « Ms1400i : 14" jacks and 5-way binding post outputs;
120V version only » Me1400: Neutrik® Speakon®and 5-way
binding post outputs; 120, 220 & 100V models; « Forced-air

T-design cooli
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NEW M-800.

SAME FR SERIES

AMP SOUND QUALITY AND
RELIABILITY IN A CONVENIENT SNACK SIZE.

Keeps on cranking when “wall socket” volt-
age is as low as 90 volts (due to brownouts
or very long, thin extension cords).
Outputs: /4” jacks plus 5-way binding
posts spaced for standard banana plugs.

Switchable “soft knee” limiter helps
maximize SPLs without over-driving your PA
cabinets {or the M*800}.

Quick switch configuration for
stereo, mono or bridged output.

Inputs: Balanced/unbalanced /4"

Variable low-

TRS jacks and XLRs plus XLR THRU
for easy “daisy-chaining” to Me1400s,
Me2600s and other Ms800s.

i

cut filters can
dramatically
improve your PA

LED display with output level ladder, )
signal present, overload & channel status.
Detented gain controls calibrated in both dB
and volts.

M-2600: 2600
watts @ 4 ohms bridged » 1300+
1300 watts @ 2 ohms stereo « 24dB/oct. subwoofer
crassover with 3 selectable frequencies « XLR thru out-
puts have selectable full-range, & crossover low /high
outputs « Neutrik® Speakon®and 5-way binding post
outputs « Forced-air T-Design cooling

©1999 Mackie Designs. Al rights reserved. “Mackie”
and the “Running Man" figure are
registered trademarks of Mackie
Designs Inc. “FR Series” is a
trademark of Mackie
Designs Inc.

=

www.mackie.com
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system’s low-end
response by cutting frequencies below the
bass cabinets’ minimum tuned frequency.
12dB/oct., variable from “Off” (OHz) to 170Hz.

Built-in variable |

CD horn EQ. //
i v
Qopstant direc- ’ ///
tivity horns ~
achieve wide = = =5 -

dispersion at the price of reduced high
frequency response. The Ms800 lets you
restore lost treble or just add some sizzle
to your PA systents tap end.

Generous front panel intake gets its
cooling air from the room instead of
from inside a hot road case.
Other cool stuff that our overworked
art department car’'t figure out how
to draw a red callout line to..
« Short T-Design cooling air paths for
smoother thermal gradient.
« Mirror-polished heat exchanger
maximizes heat transfer & reliability.
« Fast-Recovery circuit design lets you
drive the M+800 into clipping without
audible distortion.

» 5-Year Transferrable Warranty.
.

/SN
S

888/226-3480

w
NADE IN WODOINVILLE

WASHINGTON, USA BY
BENUINE MACKOIDS



RIDAY
MORNING LIVE

BY MIKE
SOKOL

What do Sting, Ricky Martin, Blondie,
Santana, and Barry White all have in
common? Give up? Well, they’ve all
been musical guests on NBC's Friday
morning concerts at Rockefeller Plaza in
New York. And as luck would have it,
Sting was appearing while [ was in New

York at the recent
AES convention.
Because I've
done a few remote
broadcasts for Don
Imus (of the Imus in
the Morning Radio Show) and had con-
tacts at MSNBC, getting back-stage me-
dia passes wasn't too difficult. After a
few calls to track down the media reps
for the Today show, | was “in.” [ was
able to see the entire production both
from front-of-stage and from inside the
television studio where they mix and
broadcast the show live every week dur-
ing the summer months. If you don’t get

Backstage at
Stirg's NBC Today
show concert in
New Ycrk

to New York to see one of these free
concerts live on the streets, then at least
tune in the NBC Today show at 8:30 AM
on Friday mornings during the summer.
You'll be surprised at what a good job
these “Warriors of the Airwaves” do with
a live rock mix.

SCREAMS FROM THE BOOTH

What on the surface looks to be a simple
live performance setup is a rather com-
plicated affair to pull off. First, if you've
never had the pressure of a live uplink
broadcast, then you've missed one of
the most adrenaline-charged gigs you'll
ever get. When you're working live

SVILY QIAVA A8 OLOHd
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sound for a rock or country show, start-
ing 10 minutes late is no big deal. How-
ever, on a show that’s being broadcast,
even 10 seconds is death. This is espe-
cially true for live radio programming
where there are no visuals to hold the
audience’s attention while you cue the
band. Ten seconds of dead air is all it
takes before vou hear the sound of a
hundred thousand listeners changing
to the next radio station. {Oh, yes...the
screams of the program di-
rector are not to be ig-
nored, either.) Here's how
the folks at NBC pull the
live concerts off on a week-
ly basis.

What sets the Today
show concerts apart from
the other talk shows that of-
fer music is that it’s done
live to stereo. Rather than
having a muititrack mix
they can fix in postproduc-
tion, this is live, seat-of-the-
pants-type engineering.
They build the stage every
week, starting around mid-
night before the morning of
the show. Everything for
the live mix on the street is
brought in for the particular
show and supplied by Bob
Rendon of ProMix. For this
show, Jens McVoy was at

Control Room

the FOH console doing the mix for the
thousands of e¢nlookers that show up for
every concert.

Most of these concerts have the
stage positioned up on the sidewalk.
However, because of the expected
crowds for this show, they chose to put
it down in the Rockefeller Center ice
rink (no ice at that time of year, of
course). The statue of Prometheus be-
hind the stage made a great backdrop.

This stage position does
contribute to extra slap-
back echo since it’s now
surrounded by a concrete
wall, but the crew seemed
to understand this very
well and didn't overpower
the FOH and delay speak-
ers. Placing everything
this way did aillow enough
room on the sidewalk area
for the 3000 or more in the
audience — a veritable
wall of bodies.

Front of House and
Monitor World consist of
typical A-Rig gear that you
might see at any major
concert. Yamaha PM4000
consoles are used for both
Front of House and Moni-
tor World. Lots of Crown
Macro-Tech amplifiers
power the whole system. A
mixture of EAW KS750's
and Apogee 85 speakers were used up
on the streets for the main crowd, while
Meyer 650P’s and CQ1’s were used
down in the pit. An Otari Lightwinder
fiberoptic snake generates the mic split
and feeds the individual charnels to the
television studio across the street. (A
basement walkway leads from the stage
area to the studio on the corner, thus
enabling the artists and technicians to
get back and forth without running the




crowd gauntlet.) Whiie this show used
around 35 inputs, the system is capable
of a full 48-channel split, so that moni-
tors, the street mix, and broadcast mix
are all independent from each other.
The necessity of this becomes obvious
when you realize that the broadcast mix
also needs audio from things like crowd
mics and reporter interviews that are
not required (or wanted) in the FOH au-
dience mix.

Mic selection is dictated primarily
by the television crew, and can be mod-
ified by a particular artist if needed. In
this case, Sting’s backline consisted of
keys, guitar, full drum set, trumpet, and
backup vocalists. The audio engineers
for the Today show like to use standard
mics as much as possible. The drums
used a normal ecomplement of top and
bottom SM57’s for snare, AKG 414’s for
overhead, and a Beta 52 for kick.
Sennheiser 109’s were used for guitar,
and Sting’s P-Bass used both a Countrv-
man DI and a Sennheiser with the op-
tion of an Electro-Voice RE-20. Sting’s
vocals went to an AKG 535 with a BSS
901 compressor patched into that chan-

nel. Backing vocals used
Beta 87’s, but normally
would use Beta 58’s, de-
pending on the loudness
of the stage. Keyboards
used Countryman DI
boxes.

Monitor wedges
were Firehouse FA12’s
powered by Crown
MacroTech amps. Jens
likes to patch in a dbx 160
compressor on each sub-
group of the FOH con-
sole. This method gives
him a nice safety net in
case something gets out
of control. (Remember
that this is live mixing to
millions of viewers.) A
pair of Yamaha 990 re-
verbs and a Roland 330
delay handled overall de-
lay and reverb effects.

Down in the Studio
A, there's a whole lotta
mixin’ goin’ on. If you
thought your mixing posi-
tion was crowded, then
check out what their au-
dio control room looks
like. There’s Alex Cimaglia at the helm
of the SSL 6000 console doing the mix to
air. No, this is not automated! In the
next room, there are even more produc-
ers with banks of video monitors and
switching gear. They typically have a
line-check and rehearsal for camera

blocking around 6:00 in the morning,
but, at airtime, it’s all mixed manually
without any recall. Talk about having to
keep your cool.

There’s a patchbay that must be set
up for each show (and hot-patched
while on the air).  heard them finishing
patches literally seconds before airtime
with all the coolness of a surgical team.
(Well, to be honest, there were just a few
expletives used over the intercom that [
can’t print, but it really was a very pro-
fessional atmosphere. Sometimes
there’s only one word that will get
everyone’s attention, and we all know
what that is.) An extra 24-channel
Soundcraft console is used to fly in ef-
fects and such, but the brunt of the mix-
ing chores are done on the same SSL
they use for broadcast.

As a future possibility, there is a
basic 5.1 surround monitoring system
in place. There are five pairs of ME-80
shotgun mics in stereo pairs for the
crowds. In addition, there are five cam-
era mics, so there’s all kinds of mixing
possibilities for crowd response and
such. Therefore, there’s the opportuni-
ty for future, surround broadcast mixes
of these concerts. While the SSL 6000 is-
n’t set up for surround, they could re-
place the console and go 5.1 easily. In
the meantime, the concert season is
over for this year. However, check out
one of the concert broadcasts next
spring. These concerts are extraordi-
nary technical feats, and the music ain’t
bad, either. E®
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ROAD GEAR

PTX CLUB

QSC’s PTX Series amplifiers are de-
signed for the professional touring in-
dustry. A direct descendent of the

Powerl.ight Series, the four initial PTX

Series amps — PTX18, PTX24, PTX30,
P1X36 — range in power from 900 to

1800 watis per channel at 2 ohms. The

PTX Series features the same Power-
Wave switch-mode power supply
technology found in the PowerLight
products, but in a more compact
package. Each model is two
rack spaces tall, 14 inches
deep, and weighs 21 Ibs. Each
PTX is equipped with an HD-
15 Data Port for interface
with QSControl, QSC’s Ether-
net-based computer control
system for monitoring and
control of QSC amps and oth-
er audio equipment. Alt PTX
models also feature increased
ventilation space and a high-
flow Advanced Thermal Man-
agement (ATM) system to en-
sure cool running
performance. For more infor-
mation, call QSC Audio at 714-754-
6175, fax them at 714-754-6174, or
visit www.qscaudio.com. Circle EQ
free lit. #125.

PORT-O-MIX

Akai's AMX6 and AMX10 powered
mixers feature Class D amplifier tech-
nology, combining high power han-
dling in a lightweight,

compact design. Ideal for
portable sound reinforce-
ment, public address sys-
tems, and nightclub and
church installations, the
new mixers combine high-
quality amplification, signal
processing, and mixing capa-
bilities. The AMX6 is a dual mona
powered mixer featuring six elec-
tronically-balanced mic/line inputs,
with 3-band channel EQ. The
AMXI10 is a stereo powered mixer
with six electronically-balanced
mic/line inputs and four
balanced/unbalanced line inputs.
For more details, call Akai at 817-
831-9203 or visit

www.akai.com/akaipro. Circle EQ
free lit. #126.

CASE CLOSED

Odyssey Innovative Designs has in-
troduced the KC-61, KC-76W, and
KC-88W semi-hard keyboard cases
with wheels. The key to these cases
isits 1-inch-thick, high-density,
closed-cell foam, which has thermal
protective properties and what
Odyssey likes to call “Memory.” The
Memory in the foam means it re-
members to spring back into shape
after it has been compressed,
pinched, bumped, or dropped.
This means your case will not
turn into a “bean bag” after
a couple months of
} rugged use. The outer
shell of the cases is made
of 800 Denier Ballistic Nylon,
which can withstand the rigors of

- -

today’s working musician. Topping
of the cases is the puncture-resis-
tant, hard plastic shell. The 61-note
case weighs just 11 Ibs., the 76-note
case weighs 14 lbs., and the 88-note
model weighs 17 Ibs. For more in-
formatian, call Odysseyv Innovative
Designs at 626-813-0878, fax them at
626-813-9038. or visit www.odyssey-
cases.cam. Circle EQ free lit. #127.

ALL THE WORLD’S
A STAGE

Neumann introduces the KMS 105,
a super-cardioid, live performance
vocal microphone. The KMS 105
boasts 145 dB maximum SPL and re-
duced handling noise due to a triple
process involving capsule tension-
ing, mounting and
microphone elec-
tronics. and a re-
duced sensitivity to
plosives, owing to a
sophisticated in-
nes-basket struc-
ture. With 127 dB of
dynarnic range and a
20 Hz to 20 kHz fre-
quency response, the
full emotional impact
of a vocal performance
is transferred from the
stage to the audience.
The KMS 105 is avail-
able in distinctive
nickel or matte black
casing, and its shape is
unique and stylized,
reminiscent of Neu-
mann studio micro-
phone designs. The
KMS 105 will be avail-
able early in the spring
of 2000. For more infor-
mation, call Neumann at 860-434-
5220, fax them at 860-434-3148, or
visit www.neumannusa.com. Circle
EQ free lit. #128. EQ@
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| killer cosmetics,

The trend 1, 4116t
proof reliability, |
eam 8 continues:superior performance!

m Team Impulse” blows away the competition. Besides their superior performance, these products offer

killer looks at affordable prices. Visit your local Peavey dealer today and meet the Impulse
team...including the newest member—the Impulse 500 Subwoofer.

@ Exclusive weather-resistant Black Widow*
woofers with field-replaceable baskets

| @ Proprietary 22XT™ titanium compression drivers
with Peavey’s own Sound Guard™
protection circuits

@ Lightweight, rugged injection-molded cabinets
with stylish cosmetics that complement
any decor

@D Integral stand adapters, multiple handles and
flying points for easy portability and set-up

@ Great performance, great price!
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Impulse” 500

Impulse™ 200P

Impulse™ 800
Subwoofer

Impulse”200
Impulse™200 Sub

LPEANEY
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VISIT US ON THE WEB wwuw.peavey.com
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This changes
everything.

PCI card with S/PDIF I/O
(no cenverters here) ?
N —— B 4 .‘ :
A/D & D/A conversion .
All data paths support
fuil 24 bit/96 kHz

10x10 full duplex

happens here, away
operation

from computer noise

MiDI I/O

DELTA 1010°

s
A4 Y S € xiz DIOITAL RIZARDING fivs 1o
 Paver

MIDE
iy M in

Qut

fo@

T G RO oo oo Ao
e T P ﬂ HombLatie 8 7 s s a 3 2 ' a VAL
bce (SJ \§~ G‘—% ,, ....................... Yo f) A O o 0 ®) ®) [®)
—— / .
Workclock I/O Indivicualty Balanced/unbaianced
switchcble +4/-10 1/4" IRS 1/O’s
=
2 (DELTA DO 2496"
(DE LTA &6 5) All data paths support )
full 24 bit/96 kHz
/ All data paths support Powerful digital
PCI card with full 24 bit /96 kHz mixing,
S/PDIF I/© monitoring and
routing
capabilities
(standard on all
e Delta products)
S/PDIF and 4 et |
TOSlink 3 ;
optical I/O
6x6 full dyplex 2in/ 4 out
aperation operation
SCMS-Serial
Management
System
Baloncedy/unbalanced L A
procucts)

Have you heard?

For more information call 800-969-6434 or see your local dealer.

800-869-€434 * WWW.MIDIMAN.NET * EMAIL: INFO@MIDIMAN.NET

CIRCLE 23 ON FREE INFO CARD
rl io History




BY CRAIG
ANDERTON

As the world gets more virtual and mulk
titrack-oriented, Solc — a PCI board/in
terface designed specifically for solo
artists/duets who mostly record one or
two tracks at a time — is either a throw-
back or a vision of the future (or maybe
both!). Far from being a stripped-down
interface, Solo includes knobs, switches,
preamps, LEDs, and other physical con-
trols that complement the virtual wosld
of computer-based recording by provid-
ing routing, amplification, patching,
and metering. While Solo targets a
niche, it addresses that niche in a
unique and comprehensive way.

SOLO BASICS

The Solo package includes:

« Cross-platform (Windows/Mac) PCI
card with rear-panel 25-pin D con-
nector and coax S/PDIF in/out. (I
tested Solo on both Mac and Windows

e
ot

® 00 o .

Input/Output

0 @ |9 @ |-

Preann ()

platforms;
installa-
tion was
uneventful
on both
machines.)
e 2U rack
unit with
stereo pre-

amps, assignment and monitor con-

trols, audio 1/0, etc.

* 6-foot, 25-pin cable to connect the

card and rack interface

» CD-ROM with Mac and Windows

95/98 drivers (no NT), Cubasis AV for

Mac and Windows, ACID Rock (PC only)

 Freebie demo CD-ROM from iSong

(interactive sheet music)

» Instructional/setup VHS video

* Manual

INS AND OUTS
The rear -panel inputs include stereo
line in and aux in (the latter can only
be monitored, not sent to the comput-
er), but there are also front-panel mic
and instrument inputs (see below). All
audio except the mic ins uses unbal-
anced, 1/4-inch phone jacks. Rear-
panel stereo outs include direct outs
for the two preamps, aiong with con-
trol room put and master out; two
post-preamp effects loop jacks use TRS
/4-inch phone connectors, and an ex-

ternal controller jack accepts a Sea-
Sound Transport or Foot Controller.

THE INTERFACE BOX

Analog synth vet Tom Oberheim
headed up the Solo project, so per-
haps it’s not surprising that the inter-

tace emphasizes real-time control and
includes several “modules,” namely:

« Mic preamps. Each of the two
mic pres has a front-panel )
XLR mic jack and 1/4-inch (et 50!id
phone, high-impedance
line in suitable for guitar, hardware
bass, etc. A single switch
enables 18V phgantom co ntrOl
power for both micins. ; i
Trim controls set the pre- Wlth th IS
amp gain, with associated
LEDs indicating activity or PC and
“you're-6-dB-from-clip-  [\|aC |nter-
ping”; channel level con-
trols set the eutput feeding face
your recording system and
monitors. Activating a Record switch sends
the channel 1 preamp out to your soft-
ware’s odd-numbered channels and the
channel 2 signal to the even-numbered
channels. Finally, a monitor pan control af-
fects the monitor mix and control room
outs, but not the signal going to your com-
puter.
« Line in mixer. The line ius are ideal if
you want to play over adrum machine,
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DAT tape, etc. Each
channel’s Record
switch, monitor pan,
and level control op-
erate similarly to the
preamp equivalents;
using both the line
and preamp ins al-
low recording four
inputs simultane-
ously.

* Metering. Two
10-step LED meters
have two associated
switches: input or
output monitor, and
peak/peak hold
(selects between a
standard peak meter
response and one
with a peak hold
funciion). Two other
LEDs indicate in-
coming and outgoing
MIDI data.

* Monitor mix.
Two knobs set the preamp and line in sig-
nal levels feeding the control room outs
(or headphone outs). Two other knobs set
the playback leve! of signals coming {rom
your computer (e.g., the master output of
the hard-disk recording program).

» Qutput level controls. Lach
headphone jack has a level control.
Additional controls adjust the control
room and master output levels (the
latter typically feeds a DAT or other
stereo mastering deck).

The extensive analog 1/0 offers some
interesting possibilities. For example, if
you want to monitor reverb-drenched vo-
cals without recording the reverb, use the
direct outs to feed the reverb, then return
the reverb into the aux ins (which you can
monitor, but do not get recorded). Or, if
you have a drum machine with 4 outputs,
send the stereo mix to the line ins and the
individual kick and snare outs to the in-
strument ins (you could also process the
kick and snare using the preamp inserts).

Perhaps most importantly, S010’s
approach to monitoring essentially
takes latency out of the equation, be-
cause you’re monitoring the source, not
the delayed version coming back
through the sound card.

GOT MIDI? GOT MULTICHANNEL?
The MIDI in/out/thru jacks let you in-
put MIDI into the software you’re run-

SeaSound, 2955 Kerner Blvd., San Rafael, CA 9

www.seasound.com.

Provides anclog and some digital 1/O, along with pa
Windows or Mac hard-disk recording programs.

The outstunding physical interface, optimized for solo music
s own product category.

32 MB RAM, G3, G4, or PowerPC-based computer (b
OS 7.5 or higher.

ss-platform operation; 24/96 operation; i
ical controls; substantial, well-built feel; go

ning, give it a time reference (e.g.,
MTC or MIDI clock), and play MIDI
data out to tone generators and such
— this is not a big-deal multiport in-
terface, so if that’s what you need, fac-
tor a suitable model into your budget.

For the Mac, Solo shows up as a
MIDI device under OMS. Audio-wise,
Solo supports ASIO on both Mac and PC
for multichannei operation, although it
can also function as a standard WAV
multimedia device for Windows or with
Sound Manager on the Mac.

SOFTWARE

You get drivers, some bundled soft-
ware (Cubasis and ACID Rock, al-
though the latter doesn’t do Mac
heads much good), and the Solo-o-
Meter utility (currently PC only, but
supposedly shipping soon for the
Mac). This provides options for signal
routing (parallel S/PDIF with analog
1/0, keep S/PDIF and analog 1/0 sep-
arate, or send the S/PDII out to the
analog in and the analog out to the
S/PDIF in) and some other functions,
like displaying the software’s sample
rate. The internal clock can slave to
the incoming S/PDIF sample rate if
needed. When converting analog
through S/PDIF, you can choose any
supported rate (11.025, 12, 16, 22.05,
24,32,44.1, 48, 88.2, and 96 kliz).

Two 35-step,
high-resolution me-
ters offer peak or peak
hold response, and a
clip detection option
lets you set how many
“overs” it takes to trip
the meter clip indica-
tors. You can also
choose the word reso-
lution (16 or 24 bits).

JUST ANOTHER

SOUND CARD?

The market is not lack-
ing for sound card/in-
terface combinations.
However, many of
these use bizarre
breakout connectors
or expect you (o set all
levels with external
hardware (like a mix-
er) or virtually, inside
the compurer. Solo
gets around these lim-
itations by providing the hardware
needed to patch, amplity, route, and
monitor signals; its only interaction
with the computer is to get digitized
signals in and out of the machine.

The biggest limitation is that Solo
is optimized for recording anly two
channels at a time. (It can record all six
analog ins and S/PDIF for eight simul-
taneous ins. However, the mic and in-
strument ins share a common level
control, few multiple-output devices
generate both S/PDIF and analog outs,
and the analog signals all get mixed
down to two tracks anyway.) This isn’t
a problem for the intended audience,
but if you’re into putting eight mics on
a drum kit, look elsewhere.

Interestingly, Solo reminds me of
the philosophy behind the original
TASCAM PortaStudio™, which was de-
signed for “personal” recording. It, too,
recorded only in stereo, and, like Solo,
included enough preamps and controls
so you didn’t need an outhoard mixer.
Unlike the PortaStudio, though, Solo
has unusually good sound quality, es-
pecially given the cost.

The bottom line is simple: al-
though Solo targets a very specific
market, if you’re part of that target
market, nothing else provides the
same degree of control, convenience,
and functionality. E®
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Introducmg

WaveCenter/ PCI

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

Here's a better idea: keep it digital with our
new WaveCenter/PCI card. It has all the
connections you need to integrate your
digital mixer into your computer-based
studio. Transfer up to 10 channels of digital
audio simultaneously using ADAT lightpipe
and S/PDIF, with 24-bit resolution on all
channels. Use ore of the built-n MID!
ports for mixer automation, and the other
to connect your synthesizers.

Built from the same technological

foundation that's made our Dakota card the

leading digital I/O and MIDI sclution for the PC, WaveCenter/PC! provides all
the connections you need to integrate your PC or Mac with your digital mixer.

Compatible with your favorite
recording software

~“oakewalk
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30-day money-back
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TO ORDER or FIND OUT MORE

800.928.3236

outside USA 603.448.6283
www.frontierdesign.com
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The perfect partner for
your digital mixer

8 channels of ADAT optical I/O
Stereo S/PDIF (coax or optical)

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

Fast PCI bus interface

Direct interface for Nemesys
GigaSampler software
24-bitresolution on all channels
Includes Cool Edit Pro SE

for out-of-the box multitrack recording
ASIO drivers for PC and Mac

Amazing price: $389!

Check it out online:
www.frontierdesign.com

FRONTIER

DESIGN
GROUP
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GADGET LABS
VWAVE 8/24

DIGITAL RECORDING
INTERFACE

Gadget Labs

another way
to get audio

into

or Macintosh
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Due to recent advances in CPU speed
and processing power, sound card de-
signs have finally begun to abandon
their reliance upon expensive DSP
chips and support hard-
ware. Instead, they’re be-
ginning to simplify in a
way that lets the computer
do all the number-crunch-
ing that’s required to play-
back, mix, and process an
ever-increasing number of
tracks in real-time.

One example of such
a sound card is the Wave
8/24 from Gadget Labs. In
its most basic form, the 8/24 consists of
a 3/4-length PCI card that connects via
a 6-foot (or optional 23-foot) cable to a
metallic, lime-green, rack-mount

presents

your PC

cables. The patchbay’s back panel is
equally simple, offering a 25-pin jack
for connection to the PCI card, a jack
for the supplied 12V wall wart, and a
MIDI in/out port that can be used as an
instrument port or for sync’ing to other
devices via MIDI timecode.

Beyond its basic simplicity, one of
the best parts about this 24-bit audio
card is that it can expand in several
ways. To start, an optional daughter-
board can be added to the PCl sound
card. This expands the 8/24's 1/0 ca-
pabilities in either of two ways. First,
an S/PDIF board lets you transfer dig-
ital data to/from your computer using
the two RCA connectors that are locat-
ed on the hardware card’s metal
bracket. Next, an ADAT Lightpipe
board lets you transfer audio to/from

BY DAVID

MILES HUBER
an ADAT, or (using the ADAT as an
A/D converter) gives you access to 16
analog channels. Note that the Light-
pipe ports are physically located on a
separate bracket, so you’ll need to
have an available slot.

In addition to these expansion
options, up to three 8/24’s can be in-
stalled into a single computer (yield-
ing 24 analog channels). When an
optional sync cable is used, the word
clock timing of these sound cards
can be locked together, such that all
the tracks will begin playing back
and/or recording at the same time,
without any drifts in time.

CONFIGURATION, DEMOS, AND THE LIKE
Once the 8/24 has been installed, ac-
cess to the board’s basic functions ap-
pear at its Control Panel. This panel,
which provides controls for up to three
cards, includes gain sensitivities for set-
ting the levels of each channel to either
-10 dBV or +4 dBu. In addition, individ-
ual monitor thru boxes can be checked
that allow any input channel te be rout-
ed through to its output. This is an ex-
tremely important feature in that it lets
you monitor levels during setup, as well
as input signals while recording. Final-

patchbay. The front
of this cool-looking,
single-space bay
houses a bank of 8
in/out connections
that can accept ei-
ther 1/4-inch bal-
anced (TRS) or un-
balanced phone
plugs. The first two
170 channels (which
probably will be used
as the interface’s
stereo in/outs) offer
both 1/4-inch phone
and balanced XLR
jacks. This feature is
very useful, since vou
can use the XLRs to
insert a mixer, DAT,
or other pro device
into the main stereo
path without con-
stantly having to
repatch the 1/0

O ECEMBTER 1 9 9 9
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SparkReverb

SparkExpand.. =)

TC Works SPARK, the integrated audio editing, processing

and mastering application for Mac OS has taken the audio
world by storm with its amazing realtime processing capabilities,
24.-bit / 96 kHz support,VST compatibility (I3 TC-Quality Plug-Ins
included) — and transparent user interface design.

HERE COMES THE NEXT STEP: SPARK 1.5!

The powerful FXmachine routing matrix with its up to 4 parallel streams
of 5 Plug-Ins each is now a VST and MAS Plug-In by itself — simply
load it into your Cubase,Vision or Digital Performer like you would do
with any other VST Plug-In, and it's right there ready to supply you with
its unsurpassed FX-processing and routing capabilities.

TC WORKS SPARK, THE FX MEISTER FOR FX MASTERS!

Download your free demo: www.tcworks.de or call |-805 :373.1828 for more information!

'.._.

|
}
!
!
5

v -

parkbefay 1 parkGrain al

A

FrammE HIGHUGHTS:

* FXMACHINE NOW A STAND-ALONE
VST aND MAS PLUG-IN
« GRAPHIC CROSSFADE AND CuT EDITING
«'New PLic-InNs

FXMACHINE WCRKS WITH:

* CuBaSE v
« Vision DSP

* DiGITaL PERFORMER j

* METRO

A FRee UPDATE FOR SPARK 1.0 USERs!

TC WORKS CIRCLE 34 ON FREE INFO CARD

ULTIMATE SOFTWARE MACHINES

TC ELECTRONIC INC. | 742-A HAMPSHIRE RD. | WESTLAKE VILLAGE CA 91361
PHONE: 1-805-373-1828 FAX: 805-379-2648 | WWW.TCWORKS.DE

by TC WORKS Soft & Hardware GmbH 1999. Spark, FXmachine and Mastermels
be ic rpcaactiae halders

HAF% of TC Works Soft- & Hardware GmbH. All other product and company names
m ““‘ m s“n“ without notice All n‘ ‘i I"grvgd TC WORKS, A TC ELECTRONIC COMPANY




America’s Largest Volume
Dealer is Now a Part of

America’s Largest
Musical Instrument Chain

oitar
enler’s

GUITARS
RECORDING EQUIP
ACCESSORIES

HEYBOARL
LIGHTING

d.

PERCUSSION

* MORE BUYING POWER!
* MORE GEAR!
* MORE€ SAVINGS!

* All Major Brands * New and Used
* Ail Major Credit Cards Rccepted
» €asy Terms-Financing Available
* Profesional Sales Staff ¢ Speedy Shipping

NOBODY BEATS
OUR PRICES!

(404)320-SALE
1485 Northeast €xpressway
Atlanta, GA 30329
www.musician.com
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MANUFACTURER: Gadget Labs, Inc., 333 SW 5th Avenve, Suite 202, Portland,
Oregon 97204. Tel: 503-827-7371. Web: www.gadgetlabs.com.

APPLICATION: Professional 8-channel audio interface for the PC- or Mac-based
project studio.

SUMMARY: Straightforward 8-in/8-out patchbay and sound card combination with
expansion options for S/PDIF and ADAT Lightpipe.

STRENGTHS: Rack mountable patchbay lets you easily access the interface in/out
connections; easy install and setup; optional daughterboard expansions let you
add-on a digital S/PDIF 1/O port or eight /O ADAT Lightpipe to each interface.

WEAKNESSES: None that | could find.

MANUAL: Clear, concise, and simple; includes a valuable section on optimizing the
8/24 with various editing software packages. '

SYSTEM REQUIREMENTS: Pentium PC w/Windows 95/98/NT 4.0 {or higher) or Mac
{at least a 200 MHz 604e or G3 processor) w/available PCI slot. )

PRICE: Wave 8/24, $599; S/PDIF daughter card, $129; ADAT opfical daughtler card

with word clock, $249
EQ FREE LIT. #: 105

ly, a “Sync Start” option can be
checked to eliminate any timing delays
that might be introduced by the Win-
dows OS when recording four or more
channels.

The 8/24 ships with drivers for
both the Windows PC and Mac (with
ASIO being supported in both ver-
sions). In addition, OMS/MIDI is
supported for the Mac, meaning
that the 8/24 works with versions of
Steinberg's Cubase VST, Opcode’s
Vision, Emagic’s Logic, and MOTU's
Digital Performer. in addition, a CD
is included that comes with a fully
functional version of Cool Edit Pro
SE (a slightly scaled-down version of
Syntrillium Software's powerful and
easy-to-use multitrack editing soft-
ware for the PC), as well as program
demos from Cakewalk, Gadget Labs,
and Sonic Timeworks.

MY 2 CENTS

Installing the card was extremely
simple and hassle-free. (Hey, it
seems like this plug-n-pray stuff is
really beginning to work!) Sonically,
the card sounded great, and my
editing programs passed audio to

the outputs without a hitch. In
short, it did its job really well. In
fact, everything about this sound
card definitely fits with Gadget Labs
basic philosophy of making the
tools fit with the needs of the pro-
ject studio without adding mixer
apps, cute meters, or other ~stuff”
that tends to get in the way. From
the moment you open the box, it’s
obvious that they try very hard ro
stick to the simple basics.

My only comment about the
patchbay is a personal one. When it
comes to my studio, ['m a real “neat-
nik.” I might throw my socks all over
the place, but I like my cables to look
nice ‘n’ tidy. Consequently, I'd prob-
ably place the patchbay at the rear of
a rack or on the floor in an out-of-
the-way place to avoid having cables
dangle from my rack fronts. But hey,
that's just me. I'd bet a cool Bud that
most folks would definitely prefer a
bay that allows for quick-n-easy ac-
cess to their [/0 connections. For this
reason, in addition to its good expan
sion options, I'd definitely give the
8/24 a high rating on the bang-for-
the-buck scale. E@



stacks of synths

thousands of knobs
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 total control

(ubase. Now with virtual studio instruments.

From the people who emulated every component of the studio with Cubase VST comes another vital link in the virtual
recorging process: Virtual Studio Instruments. Now a synth, sampler, or drum machine is as easy to use as a plug-in.
You want synths? Every new Cubase comes with Neon!' an awesome mini-synth plug-in” Of course, with (ubase’s
open VST architecture you can add more plug-in instruments and effects any time you like.

Want mare control? No problem. Every one of the 96 adio channels inside Cubase now comes with full dynamic

e
pincessing, including gating, comoressing, limiting, and more. Cubase. et inspired. Sta""barg

for mare info on (ubase, check out our website at www.us.steinberg.net Creativity First™

www.us.steinberg.net ® US. (818) 678-5K00  Fax: (818) 678-5199 o Fax On Demand: (800) 888-7510 o Canada: (L16) 789-7100 o Fax: (Ll6) 189-1667

* The Modk! E pilug-in shown is sold separately.
CIRCLE 58.ON FREE INFO CARD
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IMAGE IS EVERYTHING

Microtech Systems is offering an automated
handler designed solely for CD-R printing
needs. Based on the company’s award-
winning I[mageAutomator, the Image Auto-
printer is a stand-alone system with ’C soft-
ware and handling robotics. The unit
features a 200-disc capacity, includes the
DiscPrint labeling application, and can
print in excess of 100 discs per hour. Im-
ageAutoprinter is designed for moderate to
heavy disc printing operations. Its modular
design allows it to be easily upgraded to the
Microtech lmmageAutomator 100, 105, or 200
full-scale production systems. Up to two
Perfect Image monochrome, Color Prisim,
Signature I, or Signature Il printers may be
added to the basic ImageAutoprinter. The
list price is $8995. For more information,

call Microtech Systems at 800-223-3693, fax
them at 650-596-1915, or visit www.
microtech.com. Circle EQ free lit. #129.

NICE VIEW

TimelLine Vista has introduced its ViewNet
Audio graphical interface network tor the
TASCAM MM Series. The ViewNet package
includes a 100 Mbps Ethernet network in-
terface card with the Java-based ViewNet
Audio sotiware application. ViewNelt fea-
tures a graphical project view screen and
allows networked control of all setup para-
meters and operations for TASCAM'’s
MMR-8 and MMP- 16 modular multitrack
units. The application can be run on Win-
dows-, Macintosh-, or UNIX (Linux)-based
computers. Multiple instances of the
ViewNet Audio application can be used on
the same network to provide control of

110
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MP3’S A CROWD

Alcorn McBride, maker of the
theatrical audio reproducers
used throughout the world’s
theme parks, introduces a stand-
alone audio source for back-
ground, triggered, or interactive
audio applications. The MP3 Au-
dio Machine uses a real-time
clock to play tracks at predeter-

more than 100 MM Series machines.
ViewNet Administrator and Server pack-
ages are also included to provide the lev-
els of security and control required for
large multi-format facilities. ViewNet A\u-
dio is available from authorized TASCAM
MM Series dealers and distributors for
$599. For more information, call Time-
Line Vista at 760-761-4440, fax them at
760-761-4449, or visit www.time-
linevista.com. Circle EQ free lit. #130.

THINGS THAT
GO THUMP

Studio Audio & Video L.td., developers
of the SADIE Digital Audio Worksta-
tions, has announced the launch of its
CEDAR DeThump. This new member
of the CEDAR family complements
the SADIE CEDAR DeNoise and
DeClick plug-ins, and utilizes the full
accuracy of tloating-point processing
offered by the new SADE system.
Cedar DeThump is designed to re-
move low-frequency energy bursts
(thumps) from an acoustical signal.
These thumps are typically encoun-
tered in optical soundtracks and on
vinyl sources, and their spectral
content is often overlapped by the
musical content. A simple high-pass
filter cannot remove them without
significantly degrading the underlying
signal. DeThump uses the data sur-
rounding the thump to build a picture
of what the low-frequency signal data
should have been prior to the thump.
For more details, call SADIE, Inc. at
615-327-1140, fax them at 615-327-
1699, or visit www.sadieus.com. Cir-
cle EQ free lit. #131.

mined times, or even to select
different random playlists depending on
the time of day. It can receive new audio
material across the Internet via its on-
board modem or Ethernet interface, so
material will always be current. The MP3
Audio Machine stores its audio on a re-
movable memory card (included). It can
accommodate hundreds of hours of au-
dio using an optional internal hard disk.
Playback is virtually instantaneous.
Users can create and edit audio using
their desktop PC. The book-sized unit
even works in high-vibration environ-
ments. For more information, call Al-
corn McBride at 407-296-5800 ar visit
wwiw.alcorn.com. Circle EQ free lit. #132.

IS THERE AN ECHO
IN HERE?

Echo Corporation, manufacturers of the
popular Layla and Gina multichannel
recording interfaces, has announced a
new addition to its digital audio product
line. Mona features four universal inputs
for connecting instruments and micro-
phones directly to users’ compuers, by-
passing external equipment that can add
noise and distortion. The XLR imputs
and laser-trimmed mic preamps offer
low noise, high common mode rejec-
tion, and excellent RF protection for
users’ microphones. Or they can plug
into the 1/4-inch inputs that can be
switched between balanced +4 dBu line
level inputs or high-impedance guitar
inputs. Mona's software drivers support
the Windows, Macintosh, and BeOS op-
erating systems. For more information,
call Echo Corporation at 805-684-4593
or visit www.echoaudio.com. Circle EQ
free lit. #133. E®
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StudioMix

‘ DIGITAL RECORDING STATION
\

Turn your PC into an
affordable digital recording studio

Now from Peavey® and Cakewalk®comes StudioMix", the integrated multitrack recording

software and mixing ccnsole for PCs. StudioMix combines the best of both worlds—fast,

flexible multitrack software and professional, customizable mixing hardware—all in one ‘
seamlessly integrated system. What more would you expect from the industry's leaders?

Record it. [er A
« 8 tracks of digital audio

» 256 tracks of MIDI” featur_mg

« Non-linear.track edifing motorized § i
A

M—lx It. -

*9 Motorized faders

"« 8 independent control modules,
assignable to MIDI or audic tracks

* Assignable faders, knobs and
command macro buttons

* Transport controls

* Fader and knob movements
captured in software for instant

L o IS

scene recall
* Built-in a0dio mixer for
mic, stereo line input,mix-out, and 2 Studion
line-level monitoring « e c ¢ 33333332
e ; n - o
) ~ " s«  Xanaaaa
Expandit. n«e Uz
L 4
« Upgrade the multitrack s  for =

the latest feature enhancement

« Add DirectX audio plugéms q_#.éx
needed %

‘a registered trademarks. Cakewalk is a reglstered

StudioMix 1s a regiEtered trade

mark of T..eivE‘Tune ystemsinc. ; |
oFPEavey Eigcitnnat Cofpurall
R ——

|
|
L

Test drive this recording breakthrough at your nearest Cakewalk or Peavey dealer

s g—
7 cakewalk I iy . U il "l FE'AVEY

wwiw. peavey.com and www.cakewalk.com
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Produce great audio
..we’ll focus on the details.

Creating award-winning digital audio Lracks requires a focys on details. LynxONE i built on this philosophy.
Professionals praise its impeccable 24-bit performance. But its the details, such as fault-tolerant data
buffering, solid low-fatency drivers for Windows T and Windowws 95/98, and flexible clock synchronization that
make the difference. Add complete software control, Ewo MiDI ports, custom cabies and youve ot LynXONE.

ALy -
Lynx Studio Tech1elog . .
1048 IRVINE AVENUE PMB 468, NLWRORT BEACH, CA 92660 pn.949.515.8265
www.lynxstudio.com y
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COME TO THE ONLINE
STORE FOR ALL THE
MUSIC GEAR YOU CRAVE

recording guitars
amplifiers pro audio
monitors kevboards

microphones and more

www.sweetwater.com

or (800) 222-4700

CIRCLE 81 ON FREE INFO CARD

board noise source and oscillator is con-
venient for instant “cool voice” effects
(also try modulating noise with a drum
box — nice!), and the “non-standard”
controls (gender, Q, and order) are wel-
come additions. On the minus side,
there’s a tad over 20 ms of latency through
the system (it’s a good idea to advance
any tracks you've recorded to hard disk),
and you can’t adjust the levels of individ-
ual bands, as with most analog vocoders.
BOTTOM LINE: The Warp Factory is rather
different from standard analog
vocoders: the sound quality is a bit
harder-edged and more defined, the
noise floor is lower, and there are con-
trols you won'’t find on analeg equiva-
lents. But if | had to choose between
Warp Factory or an analog model,
Warp Factory would win for its rich
1/0, MIDI, and extreme tweakability
that turns it into a performance instru-
ment, not just a signal processor.
PRICE: $499.99

CONTACT: Electrix, 6710 Bertram Place,
Victoria, BC, Canada V8M 1Z6. Tel:
250-544-4091. Web: www.electrix-
pro.com. Circle EQ free lit. #107.

COLOGNE CYCLEZ 1 + 2

SUMMARY: Sample CD with hardcore
beats in WAV and audio format.
BASICS: This CD combines Calogne Cy-
clez I and II, originally released on
vinyl as a series of “locked groove,”
single-measure, breakbeat-style loops
running at 133 BPM. In addition to
these 387 loops, there are an extra 697
bonus loops. The CD isn’t really tech-
no, house, or ambient, but leans to-
ward electronic music/hip hop, with
strong beats, dabs of distortion,
prominent kick, lots of swing percent-
age, and grooves that are complex
without losing the ability to get your
body shaking. There are also'some
“psychedelic noizez” and sound effects
that are generally dirty (sound-wise,
that is, not as in “parental advisory”)
and lots of fun,

BOTTOM LINE: For hardcore, tuff beats,
the loops here are about as good as it
gets. If you're a fan of sampling CDs
like Distorted Reality, Cologne Cyclez
is the perfect complement.

PRICE: $49.95

CONTACT: Wizoo, distributed by MTC, 495
Lorimer St., Brooklyn, NY 112E1. Tel:
800-579-4832. Web: www.wizgo.com.
Circle EQ free lit. #108. E@



Analog Sounds

Now Available
in convenient

form

PUNCH CRUNCH

@ism

Believe your eyes!

One look a bombfactory ™ software and you'll see the difference. There aren’t any tiny little sliders to click on.
And no long columns of numbers to type in. Instead, photorealistic representations of professional studio gear.
Brands you know. And sounds you love.

Software designed from the ground up to capture every nuance of real world equipment.
On screen, every knob, switch, scratch and shadow. Inside, every

tube, transformer and transistor captured digitally. Providing =
awesome sound and unparalleled ease of use.

Available exclusively for Digidesign Pro Tools® and Digi 001 ™ users.

bombfactory™ Classic Compressors™ look, sound and CHORALE TREMOLO
work just like the real thing. Whether you're just learning to use compression
o a seasonzd pro polishing a final mix, you'll love these time-proven designs. VocE sPN
Meticulously erafted digital versions of the LA-24 and H76, the most papular ‘

vintage compressors used in top pro studios. Plus sidechain support and perfect

stereo imazing—two features not avaifable in the “vintage” domain.

Voce Spin

SansAmp ™ PSA-I|
delivers a warehouse full of great
sounding “uke amp rigs.

Co-developed with Tech 21, Voce Chorus/Vibrato adds sparkle and shimmer

It captures every sonic subtiety to any instrument!
.%i of the original.
THRCOCH @Y.
roons

‘Qi‘

Foe e Bl and "Bomb Factory” are trademarks of Bomb Fattory Digrtal Inc Other producis are adenmarks of then respecave cumer .
Pry Ton & 4% eehanced frot required) Everything avtomates. Prg Lanrel fully supported. Requtras /T4 0 o7 fater (Macitosh or Windows) ~ CIRCLE 75 ON FREE |Nf0 (ARD »
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Relidoie:
EreuicIanie;

AWESOINIETO See.

IR somasstion

P———

OLD FAITHFUL NEW FATHFUL

" Reliable.
" Predictable.
" Awesome to héar.

Activate your mixes with
the new Project Studio 6 and

hear what you’ve heen missing:
Extended low frequency reprbduction

(all the way down fo 45Hz!).

Increased dynamic range. Higher SPL.

( Greater transient respoﬁse.
' Lower intermodulation distortion.
‘ Enhanced phase accuracy.

Oh, yes, and great sound.

PROJECT g STUDIO®

RiAurep = syslis

A
PROJECT STUDIO 6

Biamplified Direct Field Monitor System

Mixes You Can Trust.
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KQbrogve,

standard volume pedal input, and send bandpass, or notch)
BY CRAIG the output to the CV in. and mode (four-
ANDERTON Although there are input and out- pole, 24/dB oc-
Filter Factory (kI tor short) is a filter- put level LEDs (green for activity and tave mono,
based signal processor designed for red for distortion}, there's no input lev- or two-
real-time playing, and is equally at el trim. In theory, this is because the pole,
home in the hands of musicians, engi device has unity gain, and FF assumes 12

neers, or DJs. And | do mean hands: level controls upstream of the box any-
there are big, easy-to-turn knobs and way. However, changing these could
large, lit buttons that beg to be hit. I'he alier levels elsewhere in the system
clever case design allows rack-mounting  you don’t want to change. For

for the studio, or tabletop operation for recording, you can always stick
when you want to play it, not just set it. the FF in an aux bus and use

the bus master tor level
INS AND OUTS adjustments.
There are 1/4-inch phone, line-level The I'F han-

(+4) ins and outs, as well as RCA phono dles
jacks switchable between line (also +4)

and phono level — yes, a turntable can

plug right in, and there’s even a
grounding post for it. Other 1/0 in-
cludes MID1 in, out, and thru (with a
16-position, rotary channel-selector
switch), a footswitch jack for bypass
on/off, and control voltage (1V/oc-
tave) ins for the right and left
channel filter frequencies.
Even if you don’t have an

dB/oc-
tave stereo).
The filter self-
oscillates at max
resonance.
3 * LFO/modulation
section (more on this later)
* Qutput stage with effect
balance control, level indicator
LEDs, bypass switch, power button,
and MIDI data recep-

old synth around, this tion indicator ivie fi
makes pedal con- The Buzz sections EleCt”X S fl |ter
trol simple — has amomentary but- bank inte-
stick a 9V ton that reverses the
battery current Buzz status (ac- gf ates [’etro
into a tive or bypassed). Hit
110/120/234/240 the button to either add sound,
volts; just pop the a burst of buzz or, when
fuse post, set the voltage buzz is active, add a COﬂlemporary
indicator, and use an 1EC shot of straight signal.
compatible power cord with The filter also has a mo- teChHOIOgy,
the appropriate plug. mentary button, which ili
ties in with the modula- and playab” Ity
MODULE-SPEAK tion section. ina sat|3fy|ng
I'he FF includes several modules:
* Buzz, a distortion effect with Way
busz and trim (output level) controls

ot * Stereo MODULATION
Filter, with This gives the FF its personality. There
E LE _I_ R I X controls for are six modulation types: random (a
C : ‘ frequency sample and hold-type effect), enve-
(20-20k), reso lope follower, and four-waveform LFO
FILTER ‘ TORY nance, type (positive sawtooth, negative sawtaoth,
(high-pass, square, or triangle). The LFO has

low-pass, speed and depth controls, but also a



tap tempo button and “division” con-
tral. The latter changes the LFO
rhythm, for example, it makes it easy
to go from 1/4-note to 1/8-note
rhythms. Possible divisions range
from 1:1 (the tempo is what you
tapped or set using the speed control)
to 1:2 or 1:4 for a slower rhythm, or
2:1, 3:1, 4:1, or 6:1 for faster rhythms.

Tap tempo is smarter than aver-
age. Hit it once to reset the LFO to the
start of its envelope, hit twice to com-
pute tempo based on the time inter-
val, or tap multiple times (my fa-
vorite) to get an average tempo.

Another cool button, Singleshot,
triggers one (or more) LFO waveform
cycles; the number of cycles depends
on the division control values. Howev-
er, the envelope follower lacks two very
useful features: envelope inverse, so
you can set a high filter frequency and
modulate down instead of up, and a
decay time control (the envelope fol-
lower tracks incoming envelope
changes very faithfully, but sometimes
a more averaged response sounds bet-
ter). I'd also like to see a tie-in between
the random and envelope funetions, so
the random changes occur according
to envelope level rather than always re-
spording to LFO speed.

MIDI-LAND

The MIDI implementation is great:
every control and switch corresponds
to a MIDI controller number (except
for :he filter frequency, which responds
to MIDI note number), so you can
“record” your performances into a se-
quencer for later playback. This also
circumvents the lack of program stor-
age, as pressing and holding the bypass
buttan sends a “dump” of all current
controller values. Playing this back re-
sets the control values (but, as expect-

ed, doesn’t change the knobs, which
are not motorized).

The LFO speed responds to MIDI
clock (the division control still works
in this mode), and restarts the LFO in
sync with MiD1 clock. It tracks MIDI
clock changes, too. Fortunately, be-
cause the LFO can go up to 100 Hz and
is useful for pseudo-ring modulation
effects, changing LFO speed manually
“unlocks” the sync trom MIDI.

Although the filter can self-oscil-
late and be played from a keyboard, the
modulation envelope doesn’t re-trigger
when you change notes. 1t’s not a huge
deal, but limits the F¥’s usefulness as a
tone generator.

THE VERDICT
For years, all
we had for this
type of appli-
cation was old
synth modules

buzz and high-pass filtering, and mixing
the results in the background for texture.
This can really dress up a sparse track by
adding sonic motion, but not clutter. The
FEis also killer on drum loops, and, for
DJs, it's great for those situations where
you want to slowly tweak the high-pass
filter ever higher until the sound almest
disappears, then let it come crashing
back in (and try a bit of buzz to make it
crash even harder). For technique-ori-
ented turntablists, playing the ¥F's con-
trols is a great complement to scratching.
Although this is a signal pjocessor,
it's one you play like an instrument. The
Fiiter Factory is clever, useful, and in-
spiring, but best of all, it’s fun. E@

or the Peavey
Spectrum Fil-
ter (very cool,
but ahead of
its time). Oth-
er filter banks
have appeared
recently, but
the Filter Fac-
tory integrates
retro sound,
contemporary
technology,
and playabili-
ty in a satisfy-
ing way.

One of my
favorite applica-
tions is running
a complete mix
through it,
adding some

: No input level adjustments; envelop:
tures; can'’t trigger envelope:

LARY: The combination of strong audio design with a li
ce, playable attitude carves out a distinctive niche.

THS: Multimode filter, extersive modulation capabilities; o

g MIDI implementation; big knobs and lit switches fe

e stage environments {strobes, low lighting, etc.
neration; substantial feel; clear docume

ave respo



éf Creation, |
| % A Software.
Serious. ¥
53 Tool. |
A - I
LS R Intuitive.
iy

; fast.
| Paste.
Unlumted.©
loops.

\ il ]Im Real.
. Jpas Time.
Auto.

Pitch.

Shift.

Hot

Catch.

Fire.

4 dealer near V.
§00-57-SONIC.

wwvi.sonicfoundry.com.
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DJ LINEMASTER

The Stanton Linemaster works as an
integrated (plug-in) cartridge to be in-
serted into the turntable’s tonearm.
The DJ gains an independent line in-
put without having to change the con-
nections of the mixer. Stanton’s Line-
master features a socket that accepts a
3.5 mm stereo mini jack, located
where the removable stylus of the car-
tridge is normally positioned. An RIAA
pre-processor lives inside the body of
the Linemaster and makes the signal
received by the socket acceptable to
the Phono Input of the mixer to which
the turntable is connected. A D] using
Linemaster can feed the signal provid-
ed by a MiniDisc player, portable
DAT, CD player, etc. via the turntable
without having to modify the connec-
tions to the mixer. Users can then re-
place the Linemaster with a cartridge
such as Groovemaster or Trackmaster
to return to traditional DJ operation.
For more information, contact
Stanton at 954-929-8999 or visit
www.stantonmagnetics.com. Circle
EQ free lit. #134.

3D Mix PrRO

Peavey’s 3D Mix Pro is a full-
featured mixer with a new
graphic look, the latest in SRS
technology, and a dedicated
collapse button. Features of
the 3D Mix Pro include two
stereo channels, each with
phono/CD and line inputs;
100-mm faders on the stereo
channels; three bands equal-
ization with 22 dB of cut on
each channel; two micro-
phone inputs with equaliza-
tion and built-in high-pass
filter; signal present LED on
each input (including mic); re-
placeable crossfader; loop in-
serts with enable and cue
switches; full control of signal
routed to the headphones, in-
cluding pan, split, and cue lev-
el; booth, tape, and head-
phone outputs; and internal

power supply. For more information,
call Peavey at 601-483-5376, fax them at
601-486-1678, or visit www.peavey.com.
Circle EQ free lit. #135.

MIC THE MAN

Gemini's VH Series of VHF high per-
formance wireless mic systems is de-
signed for DJs and musicians. The
VH Series features a range of three
receivers — the single channel VH-
101, the true diversity VH-110, and
VH-120 dual channel. All three mod-
els feature Auto Frequency (AF) level
control, 1/4-inch output jack (two on
the VH-120), and adjustable squelch
control. The series is available in 8
different factory preset frequencies,
and each unit is supplied with a pow-
er adapter. Gemini’s VH Series is also
offered with a choice of two belt pack
transmitters — the BP-03L with lava-
lier mic and the BP-O3H with light-
weight headset mic. Both transmit-
ters feature quartz lock control to
lock in the signal for more stable
transmission, adjustable sensitivity
control, and LED battery indicator.
For more information, call Gemini at
800-476-8633, fax them at 732-969-
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9090, or visit www.geminidj.com.
Circle EQ free lit. #136.

After nearly 30 years in Pro Audio,
Allen & Heath has launched itself into
the club mixer market with the
Xone:464 club mixer and the

Xone:62 pro DJ mixer. Xone 464 is a
professional club mixer with 16 in-
puts, VCS crossfade, and two stereo
mix outputs. The unit is perfect for the
new generation of DJs who combine
live and recorded sources. To meet
these needs, Xone:464 provides four
high-specification mic/line inputs fea-
turing inserts, 100 Hz filters, 4-
band/2-sweep EQ, six pre/post aux
sends, and more. The smaller Xone:62
is designed for clubs and professional
DJs, offering six dual inputs (four with
RIAA/line inputs, two with mic’line
inputs). The unit inherits a nurmber of
performance features from the
Xone:464, including 4-band EQ. VCA
crossfade, and VCF filters. For more
information, call Allen & Heath at 801-
568-7660, fax them at 801-568-7662, or
visit www.allen-heath.com. Circle EQ
free lit. #137 E®




FiterFactory
~ Voted"™1

Most Innovative New Product, ETA, PLASA, 1999

FilterFactory Features

- Powerful filtering with smooth analog sound and feel
- Record realtime filter performances via MIDI

- Tap tempo or MIDI clock syncs the LFO to any beat
- Unique rackmount / table top design

- Thick metal chassis with big sturdy knobs

- Stereo in and out with 1/4" and RCA jacks

- Built in phono pre-amp

Contact us for a FREE deme CD {shipping & handfing not inchedéal

FilterFactory analog high order filter

—WarpFactory the ultimate vocoder
Mo-FX time synchronized fx

Check Muwi—lirre'mmx for Remixers, Studios and DJs at Www.electrixpro.com

Electrixisadivisionof IVL TechnologieslLtd:. b?l0BertramPlace~Victoria-BC-CanadaV8M1lZb
tel: 250-544-409) fax: 250-544-4102 email: electrixinfoaivl.com

CIRCLE 11 ON FREE INFO CARD




EX) avoition

122

Alesis/BASF-EMTEC ADAT Video

A look at the
instructional videotape
Care And Feeding of
Your ADAT

BY EDDIE CILETTI

By producing the videotape Care and
Feeding of Your ADAT, Alesis and BASE-
LEMTEC have teamed up for the common
good to help users get a fundamental
grasp of tape machine mechanics. The
tape hits on many basic care and main-
tenance points. For example, what is nor-
mal |use]? Watch the mechanism thread.
Notice that the tape can be fast-wound
on or off the heads. There are user-ser-
viceable parts inside. They have a life
span. Pay attention!

That said, let's zoom out for a mo-
ment and comment on the production
quality of the tape. While professionally lit,
organized, and edited, it tends to make
(former) Alesis service manager John Sar-
rapo look a bit awkward as he attempts to
use an ADAT from behind while watching
an oft-camera monitor. John should have
been able to use the ADAT like a normal
huwinan and, if this required two cameras
plus an edit, or a video “overdub,” so be it.

If we, as audio practitioners, quickly
embraced all technological advances,
then this “video” would have made a great
DVD. CD-ROM does not have the image
resolution, but both CH-ROM and DVD
have the random access features to make
it easier than a VCR to quickly locate any-
thing. The production of this video does
succeed in making information accessible
by providing an insert card with the
“chapter” headings and time location.
Users can identity each new chapter by its
light blue background, with text and time,
so you can fast-cue without overshoot.

Table 1 defines the usage category,
the first step in determining a routine
maintenance and cleaning schedule. If you
are not handy with a screwdriver, you can
usea cleaning tape. The video doesn’t re-

ally detail the hidden features, many of

which are in the manual. Press Set Locate

and Stop to query head hours.

The ADAT head life window ranges
from 1500 hours to 5000 hours. This is one
area where | wish Alesis had been more
specitic. The ADAT head can easily sur-
pass 3000 hours of physical abuse. Regu-
lar cleaning and error rate checks (Set Lo-
cate and Record Enable 3) will keep you
informed of the quality of the signal to and
from tape. However, there are electronics
inside the head that many service centers
do not attempt to service. When failure
occurs, head replacement is necessary.
This was mentioned casually, whereas |1
feel a more pronounced ditterentiation
should have been made.

In addition to showing users how to
clean the heads, pinch roller, and other
parts in the tape path (as well as the
cleaning supplies required), idler re-
placement is also covered (but no part

numbers are mentioned). Alesis provides
a helpful overview of the basics — from
error codes (not to be confused with er-
ror rate) to making a “golden” (reter-
ence) tape to cloning. BASF reminds
users of the importance of tape storage
condition. (Keep tapes dust (ree by
storing in library-style boxes, at 60-75
degrees, 40~50 percent humidity.)
Tosum it up, be familiar, learn the ba-
sics, and know when it’s time for service.

MANUFACTURER: Alesis, 1633 26th
St., Sunta Monica, CA 90404. Tel: 310-
255-3400/800 5-ALESIS. Web:
wiviv.Alesis.com. BASF-EMTEC, 25050
Avenue Kearny, #203, Valencia, CA
91355. Tel: 661-295-5551/888-295-
5551. Web: wiviv.emtec-usa.com. Cir-
cle EQ free lit. #110.

PRICE: $12.99. Available from Alesis.

TABLE 1

Users Power
Usage 8-12 hours/day
Cleaning Every 3~5 days

Actual Head Time  250~500 hours

20~40 hours/week

Bedroom

1-2 hours/day
Every 4~6 weeks
250~509 hours

Project

Every 2~3 weeks
250~500 hours

Who are you? Alesis defines it user-base in three categories according to usage.
[Alesis/BASF’s use of the term “project” doesn’t reflect the definition of project
professional as it is now generally understood by the industry and EQ readers.]
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Hafler Surround System

Hafler combines its
nearfield monitors with
smaller rears and a sub
to create a full surround

experience

BY BOBBY OWSINSKI

Surround sound is not only becoming
the buzzword of the new millennium,
but also a soon-to-be necessity in the
project studio world. That’s why many
manufacturers are now filling out their
product lines with complete systems in-
tended for this growing market area.
One of these is Hafler, the company
renowned for its high-quality power
amps and recently released, fine sound-
ing, TRM8 nearfields (previously re-

viewed in EQ’s July '98 issue). Now
Hafler adds to its product line with baby
brother TRM6’s and the TRM12 pow-
ered subwoofer. If you put them all to-
gether, you have the makings of a total
Hafler surround system.

THE SPECS

Let’s look at the TRMS first, the big
brother of the bunch and Hafler's initial
entry into the speaker market. The
TRM8 is a biamplified, two-way system
featuring an 8-inch polypropylene cone
woofer and a 1-inch soft-domed tweet-
er crossed over at 2.5 kHz — but there’s
alot more here than meets-the eye. Al-
though not an entirely new technology,
the TRMS8 incorporates a waveguide
tweeter with a built-in phase lens. This
is said to give better on- and off-axis re-
sponse and improve imaging. The
tweeter is also injected with Ferrofluid
to improve internal cooling and, con-
sequently, is less likely to fail when it’s
stressed under extreme levels. The en-
closure, which measures 10-1/4" W x

Hafler TRM6
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15-7/8” Hx 13” D and weighs a heavy 35
Ibs., utilizes 3/4-inch MDF squared
pressboard that’s much more dense
than either standard MDF er plywood.
The result is a cabinet with extremely
low resonance. The cabinet is also
stepped to provide driver time align-
ment and features an Exopdrt, which is
arear-firing ported system

The amplifier section of the
TRMS8’s employs a 150-wait amplifier
for the low frequencies and a separate
75-watt amp for the tweeter. These am-
plifiers employ the patented Hafler
Transenova MOSFET circuitry, which
simplifies the basic amplifief circuit re-
sulting in decreased crosstalk, wider
bandwidth, and faster slew rate, ac-
cording to the manufacturer. The amps
also contain another uniqué circuit in-
novation that Hafler calls DIAMOND
(Dynamically Invariant Amplification
Optimized Nodal Drive), which com-
bines the linearity and pleasing sound
of class A operation with thetheadroom
of class B. The front panel near the

Hafler TRM8




tweeter features a power rocker switch
and two multicolored LEDs that indi-
cate power on, clipping, and thermal
overload for the tweeter and woofer
amplifiers.

Some of the unique features found
on the rear of the TRM8’s are multiple
input jacks (RCA, 1/4-inch, and XLR),
and a DIP switch that features six input
sensitivity presets to exactly

(per pair w/music @1m) and a fre-
quency response of 45 Hz-21 kHz (+2
dB), according to the manufacturer.
Take the TRMS, scale it down a bit,
and you have the TRM6. The TRMS6’s are
idenfical in design to the TRM8'’s, ex-
cept, of course, for their size (8 3/4” x 13
1/4” x 11 1/5") and weight (23 1bs.), and
the facs that they have a 6.5-inch woofer.

The amplification, too, is a bit less, with
a 35-watt RMS tweeter amp, a 50-watt
woofer amp, and a slightly higher
crossover point of 3.2 kHz. Still, these
little guys put out an amazingly big
sound for a small box, with specs that al-
most rival that of the larger TRM8. Ac-
cording to Hafler, peak acoustic output
is 118 dB (per pair w/music @ 1m) and
frequency response is 55 Hz-21

match the monitors to +4 or -10
(or any level in between) oper-
ation, and four positions of
bass shelving (-4 dB, -2 dB, +2
dB, +4 dB) and treble shelving
(-4 dB,-2dB, +2 dB, +4 dB). An-
other unique feature is a Mute
switch for each amplifier, which
is nice to have when doing
room voicing. A small but wel-
come feature is the rubber pad
for the bottom of the cabinet to
decouple it from either astand |
or console. Each monitor is al-
ready tapped for mounting via
an Omnimount mounting
bracket. The TRM8's have a
peak acoustic output of 123 dB

kHz (+2 dB).

The TRM 12 subwoofer sys-
tem features a downward-firing
12-inch, low-frequency driver
with a 2.5-inch, four-layer voice
coil fed by a 200-watt class G am-
plifier. The unit features an ad-
justable 40 to 110 Hz, 24-dB/oc-
tave crossover as well as a
12-dB/octave (-3 dB @ 18 Hz)
subsonic filter. Variable input
sensitivity and a highly useful
90/180/270-degree phase selec-
tor are included as well. The unit
does not include any bass man-
agement, so it must be used
strictly for either bass exten-

continued on page 134
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1C Electronic Gold Channel

A do-it-all device
that fits in a single
rack space

BY EDDIE CILETTI

Rack space being the precious com-
modity that it is, you might get pret-
ty excited about a product that com-
bines a stereo mic preamp (with
phantom power), 24-bit converters,
dynamics processing, and equaliza-
tion all in one rack space. That de-
scribes the Gold Channel from TC
Electronic. A purist might wince at
such an all-in-one product, but, after
using the Gold Channel, I found it was
never a matter of how well it did the
job, but how easily.

Some audio jobs are more about
speed than sonic purity. The Gold
Channel has 100 factory presets and
user-presets. There are vocal presets
for male, female, background, and
rap, plus de-essing for that pain in the
“S” in everyone’s life. Electric and
acoustic guitars, bass, and percussion
are also in the “Top 100,” as well as
microphone-specific settings (Neu-
mann U 87, AKG 414, Sennheiser
421, among others). There’s even a
“transformer-emulation” preset.

The perfect home for the Gold
Channel is in a production house
where speed is a top priority — espe-
cially if, for example, there is minimal
“in-session” time to audition (and/or
the luxury to own) several micro-
phones. Assuming you can take time
before a session to roll your own, as I
did, the presets will reduce the time it
takes to get a variety of sounds, be they

“straight” or effected. You might be
asked to “call up that telephone
sound,” making heavy use of high-
and low-pass filters. Do it once and
dial it up any time.

BEING FIRM
At first, I didn’t find the Gold Chan-
nel to be quite as “accessible” as TC's
dBMAX (the broadcast version of
the Finalizer). Upgrading the software
from Version 1.02 to Version 1.05 via
PC memory card improved its func-
tionality. In addition, the front-pan-
el interface is a departure from the
aforementioned family members,
forcing me to get acquainted with the
“operational logistics” before really
putting the Gold Channel to the test.
TC packs so much power into 1.75
inches of rack space; a feat that is both
to their credit and to their detriment.
The latter because I think TC hurt
themselves by not providing a “uni-
versal control surface,” one that can ad-
dress all of their products (as well as
those of other manufacturers). In my
fantasy, there would be plenty of ded-
icated knobs and at least a 4- x 6-inch
screen, increasing user-comfort with
the product as well as inspiring users to
probe deeper into the product.

TUNING IN

Before hardcore testing the mic pre-
amp and converters, 1 fed the Gold
Channel a digital recording of a local ra-
dio broadcast. The “arrangers festival,”
hosted by Jazz Historian Phil Schaap,
was recorded from Columbia Univer-
sity’s WKCR. It was free from the usu-
al obnoxious compression common
with commercial radio. This program
gave me two very distinct sources with
which to experiment — a male an-
nouncer and several vintage recordings

from the late '20s and early '30s.

I was especially impressed with
the amount of low-frequency infor-
mation the Gold Channel could add
to these early electronic recordings.
I found the EQ quite musical, inspir-
ing me to approach the re-mastering
of vintage material in a new way.
Rather than use a single equalization
setting for the entire song, I opti-
mized each section — opening in-
strumental, vocals, brass, and solo —
auditioning the transition by saving
each song section as a preset. I would
still edit the changes together on a
workstation, so that the timing and
cross-fades could be as seamless as
possible.

While the equalizer was quite
powerful, it is tedious to scroll through
all of the bands. On more than one oc-
casion — while choosing bandwidth,
frequency, and the amount of boost or
cut — I inadvertently tweaked the
wrong band. (Let’s see,..was that
Fletcher Henderson or Sheryl Crow?)

1/0,1/0, I1T'S OFF TO WORK WE GO!
The Gold Channel has optical, coax,
and AES digital 1/0, as well as XLR
analog I/0. The front-parel input se-
lector chooses Mic, Line. or Digital.
There are gain pots, threejoptions for
input pad and high-pass filters, Mute
and Phantom switches, and switches
to activate the various processes,
such as EQ and compression.

A bit more elusive was the acces-
sibility to the I/0 alternatives. The op-
tical I/0O serves double duty as both
consumer S/PDIF and ADAT Lightpipe.
The Gold Channel has so many con-
figuration options — one set of ports
can be the primary input and output,
while the other used to “insert” another
piece of gear.
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MANUFACTURER: TC Electronic, 742-A Hampshire Rd, Westlake Village, CA 91361-9773.
Tel: 805-373-1828. E-mail: tcus@tcelectronic.com. Web: www.tcelectronic.com.

APPLICATION: Mic preamp-converter-dynamics package.

SUMMARY: A “deep,” multi-function, space-saving, 24-bit device with dither and vari-
ous connection options {digital: optical, coax and AES; analog: ane pair of XLRs for mic
or line level) that can be used as the primary I/O as well as the “irsert” points

STRENGTHS: Manufacturer and user presets; many (but not enough) knobs and buttons

on the front panel.

WEAKNESSES: More power inside than ease of accessibility outsige.

PRICE: $2495

WHO’S THE DADDY?

1 took the Gold Channel into Jeff
Roberts’s Latch Lake Music Studio (just
south of the Twin Cities) to record a
demo consisting of drums, guitars, and
vocals — all overdubbed. The only mics
used were a pair of Neumann TLM-
193’s, large-diaphragm, cardioid con-
densers. The studic has two Yamaha
02R’s connected to six ADAT XT’s (three
Panasonic MDA-1's and three Fostex
CX-8's). The 02R became Master clock to
the Gold Channel, which fed one ADAT
XT. From the Gold Channel’s SETUP
button, I was able to access the routing
window, assigning the mic preamps to
any pair of ADAT channels. Cool.

PERFORMANCE, PLEASE (PART 1)
Starting with acoustic guitar (one mic
near the bridge, the other several feet
away), the Gold Channel was set to a su-
per gentle, compression preset (opti-
mized for the radio program but with-
out EQ). The settings were as follows: a
ratio of 1.45:1 and the slowest Attack
setting (50 ms). We varied the Release
time as needed (between 25 ms and 300
ms). Threshold was -40 dB. (Every re-
viewer is a wannabe product develop-
er. I am no exception. Check out my
wish list in the sidebar.)

For drums, the mics were placed
front and rear of the kit, in a straight line,
at 10 o’clock and 4 o’clock, facing each
other about 5 feet apart. The same com-
pression setting worked just as well, giv-
ing a good snap to the snare, which was
well balanced with the kick, until the
drummer’s trashy hihat technique got in
the way. (This proves yet again that it is-
n't always about the gear.)

During the recording process, | used
the front-panel Preamp Gain pots to
control level. With the soft clipping On
and the recovery gain set high at 18 dB, it

EQFREE LIT. #2111

was easy to max the overload segment of

the ADAT. Although the distortion wasn’t
audible, ! turned the recovery Gain down.
This only caused a problem later, when
recording the vocal, until I raised the
Threshold from its 40 dB setting.

FAMILIARITY FACTOR

In this application, the Gold Channel had
plenty of headroom and a low noise floor.
The mic preamps are certainly sensitive
enough when ma:ched with the Neu-
mann mics. I don’t believe the input pads
were ever completely disabled for this
session. The bottom was warm and the
top airy. I generally avoid using EQ dur-
ing the recording process, especially

when in unfamiliar territory (as was the
case in this studio using those micro-
phones and Westlake monitors).

IN THE MIX

Jeff and I brietly listened to some mix-
es through the Gold Channel, compar-
ing only the Dynamics section to the
Crane Song Trakker and the JOEMEEK
SC-4. In this instance, the Gold Chan-
nel was at a slight speed disadvantage
— even with all of its power. The other
two analog devices were just so much
more accessible and faster — because
all the knobs are in your face for the
only available parameters.

The learning curve aside, if you
take the time to get intimate with the
Gold Channel, it could be your “Audio
Leatherman.” It's a powertful tool. By
creating an assortment of presets in ad-
vance, you will look good on a session.
I don’t think that the Gold Channel is
the type of product that someone could
walk in cold and use on a live date, be-
cause its power is somewhat ham-
pered by its interface. TC needs to cre-
ate one very good interface, like, for
example, the Alesis BRC and TASCAM
RC-848. Remember that this wannabe
product developer wants to see loads of
dedicated knobs with at least a 4- x 6-
inch dot-matrix display panel. E®

PHILOSOPHY MAJOR

As mentioned in the dBMAX review {March ‘99), my philosophy differs from
most regarding attack and release settings. In the analog-only daze, I'd use a
pair of LA-2A’s followed by a dbx 160X on the mix bus. This translates into us-
ing slower attack times and, in many cases, matching (or faster) release times.
(Optical limiters often have a nonlinear release time.) After the “front-end” com-
pressor has oprimized the RMS level, | want to follow it with a fast peak limiter.

TC’s compressor has an attack window that ranges from .2 ms to 50 ms,
while release starts at 10 ms cnd extends up fo 1 S. My “gentle” soft-knee com-
pressor preset used a ratio of 1.45:1, the slowest attack sefting (50 ms), and a
varying release time as needed (between 25 ms and 300 ms). Threshold was
-40 dB. This is where | start from, just fo even out a mix. If the track needs more
aggressive, | can go there, but might want to do so on a second pass.

Digital signal processing permits the luxury of “look-chead” or predelay, a truly
wonderful feature made even more useful be having the ability fo link it fo the attack
time. Doing so would make the gain manipulation seem less obvious when this is de-
sirable. A human reading a musical score can anficipate the next dynamic change,
leaving the transient response intact. (Note that using predelay in this manner would
be a problem in a live video broadcast, where sound and picture must stay in sync.)

As is, TC inspires users like me by providing so many parameters to play with,
but they do not have the physical room for an in-depth display to show how fea-
tures are working, or how they might be interrelated. In this instance, I'd want to
know and see how attack and predelay are “interconnected.” —Eddie Ciletti
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m IN REVIEW

Pendulum Audio 6386
Variable Mu Tube Limiter

¢

Tube or opamp —
the choice is yours
with this new
compressor/limiter

BY EDDIE CILETTI

In the world of vacuum tubes, nothing
is new. It should be no surprise then
that “Variable Mu” limiters have ex-
isted since the early days of radio, be-
coming popular in recording studios
through the '50s and early '60s. Altec,
Fairchild, and Universal Audio were
building Variable-Mu limiters then;
Manley and Tube-Tech make all-tube
versions now. What differentiates the
Pendulum Audio 6386 from the rest is
its hybrid design. The front end con-
sists of an input transformer followed
by a 6386 tube (the same Variable-Mu
dual-triode that was used in the
Fairchild). The rest of the circuitry
consists of high-performance opamps,
biased for Class-A operation to lower
the distortion below that of standard
Class-AB. All connectors, switches,
and tube sockets are gold plated.
Layout is clean and straightforward,
with special attention to internal
grounding so that external interfer-
ence won't be a problem.

ADJUSTABLE COW

“Variable-Mu” does not describe a
cow with vari-speed on her voice
box. “Mu” refers to the symbol “p,”
the numerical value assigned to de-
scribe a vacuum tube’s characteristic
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“amplification factor.” A 12AU?7, for
example, is described as a Medium-
Mu dual triode, as is the 6386, but the
latter is better suited for use in a com-
pressor-limiter. Hey! Don't let a little
geek-talk scare you away!

BACKGROUND

As mentioned in previous articles,
Fairchild built disc-cutting systems,
and their stereo limiters interfaced di-
rectly with their cutting amplifiers —
hence the “Lateral” and “Vertical”
control designations. Unlike our
“modern” 45/45 system, Fairchild
created a matrix, combining left and
right into mono (the lateral signal)
and subtracting left from right to
make the vertical groove compo-
nent. To do this required many trans-
formers. Pendulum Audio’s designer,
Greg Gualtieri, wanted the function-
ality of the Fairchild without all of the
“iron” clouding the signal.

JUST MY LUCK

I tend to be heavy-handed when re-
viewing compressor/limiters. After
cranking up the 6386 and getting
those meters swingin’ wildly, I found
that it remained clean, open, and airy
as expected, despite the abusive set-
tings. However, I felt I hadn’t crossed
the threshold into where the device
really began to have a “sound.” Well,
in fact, I had passed it.

One of the beauties of reviewing
products made by small companies is
the ability to communicate directly
with the designer. Therefore, after my
initial tests, I picked up the telephone
and called Mister “G.” Our chat re-
sulted in a personal sonic revelation.

I’ know that the slow response of
a VU meter inhibits its ability to reg-

Pendulum Audio

ister transients (drums, percussion),
while more accurate needle move-
ment occurs with average material
such as vocals, bass, and crunchy gui-
tars. Despite my geek degree, I did
not transfer this knowledge of a VU
meter’s characteristics to its inabili-
ty to display transient amounts of
gain reduction. Until now...

You would not record a tam-
bourine at 0 VU on an analog tape
machine because the transients
would be 10 dB to 15 dB higher. I got
the sound I was looking for with the
6386 set to Fast mode, with no control
options except Threshald and no
more than 1 dB of meter movement
when viewing the amount of gain re-
duction. In Fast mode, the 6386 is do-
ing much more than the 1 dB of me-
ter movement indicates. Much more!

The 6386 has a three-position
Mode switch labeled: Fast, Presets,
and Manual. There is no Ratio control,
and the 6386 vacuum tube doesn’t
need a dominatrix to get it to move.
The way it reacts to the Fast preset is
impressive. It simultaneously turned
on the mental light bulb while hum-
bling me with its almost hidden pow-
er. The first four presets are modeled
after the Fairchild, while the last two
presets — one faster than the other —
are both program-dependent to min-
imize “breathing.”

IN MY ROOM

I daisy-chained the 6386 and Pendu-
lum’s OCL-2 [optical tube compres-
sor] and installed them into a rack
along with a Great River transformer-
less mic preamp and TASCAM DA-
45HR 24-bit DAT recorder. The rig
was schlepped to a room to make a
stereo recording of a rock band in re-




hearsal mode. | set the band up around
a pair of spaced omni mics (AKG C300
bodies with CK92 omni capsules).

Off in another room, | listened
through Fostex headphones while ex-
perimenting with both limiters, using
one, then the other, sometimes both,
and sometimes none (taking detailed
notes). Up until this point, I only used
the slowest Attack and fastest Release
settings to play it safe. More aggressive
tweaks were planned after the recording.

Back at the ranch, I listened on two
systems, one not so great, to prove the
original purpose of compression — to
squeeze a wide dynamic range into a
smaller dynamic space. As deranged as
some boom boxes can be, most only
have between 5 and 10 watts of power.
A single guitar amp has much more
power, not to mention the bass amp and
the drum kit.

LIVE MUSH
Listening on the compromised system
— computer speakers with a subwoofer
— I began with the slowest Attack and
fastest Release settings, which in this
case are 40 ms and .1 ms, respectively.
1 gradually increased Attack time until
the small amplifiers stopped distorting,
taking maximum advantage of their
limited dynamic range and making a
DAT copy for later comparison.

On my real system, which features
Dynaudio BM15A self-powered moni-
tors, I quickly realized that reducing the
dynamic range only
confirmed what my
ears (in the original
recording space) had
first told me — that
the band’s playing
was a bit too sloppy
and no magic box
was going to polish
their performance. It
is not always possi-
ble to hear compres-
sion on small speak-
ers. Always check an
alternate set of mon-
itors, preferably a
more accurate sys-
tem, to make sure
you can stand to lis-
ten to all the details,
as well as the com-
pression artifacts.
(Wink-wink. Nod-
nod!)

ic is supplied.

PRICE: $3995
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Pendulum Audio

TIGHT TRACKS

1 then dug up a DAT remix of a 24-track
project originally recorded 20 years
ago and recently remixed on a Sound-
scape workstation. The song, “I Move
Easy,” written and produced by guitarist
T.J. Tindall, had a slow almost N’awlins-
style groove. The session players com-
prised the main rhythm section for
many of the Gamble and Huff projects
that came out of Philadelphia back in
the '70s. The vocalist was Willie Cham-
bers of the Chambers Brothers.

In the remix, the breakdown was
too soft relative to the meat of the track.
The OCL-2 was first in the chain, using
preset four (the faster program-depen-
dent setting) and a 5:1 Ratio. The goal
was to raise the breakdown up to the
level of the main section of the song. It
worked, though it would have been
“more perfect” had I added sidechain
EQ. (A low frequency roll-off would have
desensitized the OCL-2 when the bass
came in about midway through the
breakdown.)

LESSON LEARNED

With one problem solved, I was still
wishing for more Release time to bring
out more of the natural room sound

SUMMARY: Stereo (or dual-mono} compressor/limiter with Variable Mu, vacuum tube
front-end followed by high-performance opamps, biased Class A for low distortion. I/O
connections: transformer-balanced inputs, active-balanced outputs, both on XLRs; in ad-
dition, 1/4-inch TRS sidechain access. {Transformer-balanced outputs are available,
but not recommended.}

STRENGTHS: Three Response modes: Fast, Preset (four are “normal,” plus two “pro-
gram dependent” settings), and Manual {front panel Attack and Release controls); in
addition to a Bypass switch, the output is normally bypassed until the unit warms up
and voltages are stabilized.

WEAKNESS: The gain reduction meter needs {and ma(‘ get} expanded range in order
to more accurately reflect the amount of processing w

MANUAL: The operator’s manual is well organized and covers all the bases — from
mounting (for preper cooling) to grounding (noise efimination) considerations; no schemat-

EQ FREE LIT. #: 112
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MANUFACTURER: Pendulum Audio, Inc., P.O. Box 339, Gillette, NJ 07933. Tel: 908-
665-9333. Web: www.pendulumaudio.com. E-mail: info@ pendulumaudio.com.

APPLICATION: Audio dynamics processing.

en in Fast mode.

Vacuum Tube ComgressorAimiter
[ Cuzz A b b

The track was precisely mixed, with a
punchy kick and snare up front (the lat-
ter with an early Kevlar™ head giving it
amonstrously dead “thwomp”), but the
real room ambience was a bit too far
back.

Instead of asking for more from the
OCL-2, 1 added the 6386 in Fast mode.
Reducing the Threshold — until the
gain reduction meter was just begin-
ning to show signs of processing — in-
stantly made the track open up. | felt
like Moses conducting the Red Sea! Af-
ter finding the magic settings, the
tracks became “one” and more alive
without losing impact and without
side effects.

Previous attempts at using Fast
mode failed because I was looking at
the amount of gain reduction instead of
listening. If the meter could be more
sensitive in Fast mode, and/or perhaps
augmented with a multicolored LED, it
would give the necessary user-feed-
back, the knowledge that work was ac-
tually being done.

DIALING FOR DOLLARS
The luxury of using both units togeth-
er was not lost on me. [ am very aware
of the price for each, which is compa-
rable to other low-
volume pieces of
quality outbhoard; to-
gether, they're still
about one-third to
one-quarter of the
street price for the
beloved Fairchild.
The combination of
Pendulum 6386 and
OCL-2 kicked sonic
ass, and, as a new
Dad, I can easily say
it wiped it clean and
changed its diaper!]
was completely
comfortable using
both with no fear of
signal degradation.
In all cases, 1
was so thankful for
the Bypass switches,
which are not com-

continued on
page 134
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V2K Tape Tips

How to deal with tape
machine manufacturers
when service is required

BY EDDIE CILETTI

All of the “Random Access” technologies
— hard disk, CD/CD-R, DVD, MO, and
MiniDisc — are challenging what was
once the sole domain of linear record-
ing tape — analog and digital. But tape
is not dead. From DASH to DAT, DTRS
to ADAT, all of the current formats are
still very active. TASCAM recently in-
troduced one new 24-bit model — the
DA-78 HR — and upgraded the 16-bit
DA-98 to a 24-bit “HR” version. (Via e-
mail, | asked if the old DA-98 could be
upgraded. I await a reply.)

Keeping older technology alive
seems to be almost unique to the audio
industry, with Rap and House music
pumping out the vinyl, while the
archivists, our sonic historians, worship
at the altar of analog tape. (For some of
them, digital is still the anti-Elvis.) No
matter what your persuasion, we have
the luxury of choice, taking advantage of
each format for its strong suit. Tape is
good for tracking and (some would ar-
gue) archiving, while the random access
group is ideal for the rough and tumble
world of overdubbing and mixing.

Digital is a black box compared to
analog, but knowing what’s under the
hood has always been the underlying
theme here at “Tangible Technology”
central. User fixes dominated the No-
vember column, but I forgot to mention
one DTRS tip that is particularly applic-
able to the DA-88 (and also might affect
the DA-38 and DA-98). Put your ear up
to the cassette loading port and listen for
a wacka-wacka (washing machine
sound) when the machine is in Play and
Shuttle (both directions). Bad reel-table
clutches cause the noise, and can con-
tribute to slow sync lock-up, intermittent
high error rate, and/or error messages.

Based on numerous e-mails and in-
teractions with various manufacturers, | de-
toured from the original plan for this month
(more pictures of naked transport parts). In-
stead, | have suggestions for improving the
dialog between consumers and manufac-
turers (a.k.a. customer service), plus a few
more tips for both ADAT and DTRS users.

| CAME HERE FOR AN ARGUMENT
Like the classic Month Python sketch,
many users are ready to spew venom at

manufacturers, assuming the worst —
an argument — before making proper
contact. In addition, Web travelers
seem dissatisfied with the “anline sup-
port” areas provided, in this case, specif-
ically by tape machine manufacturers.
1 went to each of the sites listed in table
1. Following the highlights of my “tour”
are tips for getting the most from what
customer service currently has to offer
— in and out of warranty.

SURFIN’ USA

Each of the sites offered a taste of the fu-
ture in terms of online product support.
True, the manufacturer’s first and fore-
most goal is to sell more stuff. Howev-
er, the Web has more to offer than that.
Mass production has minimized the
head count at most companies, making
it difficult to make instant contact with
a human being at that critical moment
of need. E-mail is the perfect way to ini-
tiate dialog with a customer service rep-
resentative, and the Web is super-effi-
cient at being the source of, and
distributor for, the much-needed infor-
mation.

The TASCAM site was a bit out of
whack when 1 first visited, but was
subsequently fixed after | sent a rough
draft of this article to their Webmaster.
The site opens with lots of new product
information. A Menu bar across the top
includes News, Users, and Employ-
ment options. Click on Service, and you
will find Adobe Acrobat PDF files of pop-
ular product manuals and “Cliff's Notes”
versions of product features (designat-
ed Quick Start). From there, a link to the
Authorized Service Center area also in-
cludes important access numbers and e-

TABLE 1: MANUFACTURER ACCESSIBILITY

Company Vox Fax Web: www.  Online Support  Online Direct vox  Links to

+ FAQ service locator  parts/ Eddie
- e : =L Online parts
Alesis 800-525-3747 3102553541 alesis.com/ support@alesisl.  yes 800-5-ALESIS yes
ey Usa.com + yes parts@alesis.com

Fostex 562921-1112 5628021964  fostex.com/ yes ~ BOOFOSTEX, x125

HHB 310:319-1111 3103191311 hhb.co.uk/ tech@hhbusa.com  yes

Panasonic 8008339626 8002379080  panasonic.com  yes yes yes

Olan 800-458-6484  800300-3055 ofari.com/ — service@ofari.com. parts@ofari.com.

Sony _ 8006B6SONY sel.sony.com/ _ bpinfo@info.sel.sony.com yes

TASCAM 323-726-0303 tascam.com/ 3237260303 x617 yes 323.727-4840/
custser@teac.com. parts@teac.com



mail addresses. 1 particularly enjoyed
“The TASCAM Story: The First Twenty
Five Years.”

For such a large company, it's ob-
vious that Panasonic’s Pro Audio divi-
sion is a small part of what they do, but
their online parts ordering system was
most impressive. You don’t even need
to know the part number. Their search
engine is amazing, calling up all the
parts for a specific machine. A service
center locator is also slick, just plug in
your zip code and the size of the search
radius in miles, and voila! Fostex sells
their products from the Web (at list
price in order to avoid pissing off their
dealers), and this service will soon be
expanded to include owner’s and ser-
vice manuals.

The Alesis site is by far the most ex-
tensive, addressing a multitude of “Fre-
quently Asked Questions.” If that
weren’t enough, they also provide a cor-
ner for Craig Anderton to hang a shingle,
sharing his wealth of knowledge ranging
from quality control issues to guitar ef-
fects, speaker placement to mainte-
nance, plus tracking and mixing tips.
Alesis also has monthly “Service Spe-
cials,” encouraging scheduled repairs
and overhauls rather than the more typ-
ical deferred maintenance. Waiting for
the inevitable meltdown not only puts
you out of biz, but also decreases that
bang-for-the-buck on everything from
express shipping to rush service rates.

WARREN T. WATCHDOG

To get the best service from a product,
you must be sensitive to the feedback it
provides, no matter how simple the
message. Do not ignore a problem — for
example, digital distortion — because
that can point to arange of problems —
from the simple clogged head to the
more serious (and costly) defective
head assembly (the most expensive
part of any tape machine).

Head life is determined by so many
factors — materials, design, environ-
ment, the abrasive quality of the tape
stock — that it is the one component
specified in the warranty. From my own
experience, manufacturers are pretty
good about accommodating prema-
ture failures within the warranty period.
They want you to be satisfied. Contrary
to popular myth, products are not de-
signed to fail “the morning after” the
warranty expires. When this does hap -
pen, there are more options than you
might think. If you are organized and

approach the customer service rep
without weapons of mass destruction,
there is more than a good chance your
experience will be positive. Be Cool! Be
Patient! Buy, rent, or borrow a spare
machine!

THE STEPS TO SUCCESS

Table 1 will help you connect with the
popular digital tape machine manufac-
turers. Next, locate the sales receipt and,
if your machine has a head-hour counter
and error-rate display, query them now.
Then, look in the manual, read the fine
print regarding the warranty, and keep
all that in mind in case of trouble. The
next three steps will serve as a refresh-
er course, as well as prepare you to in-
teract with the manufacturer.

ONE: KEEPING A COOL HEAD

Whenever your tape machine misbe-
haves, start by checking the error rate —
detailed in the manual, on my Web site,
or in back issues of EQ (also available
via the Web). High error rates may point
to dirty heads, and you can easily rule
out a clog with a thorough cleaning. A
dry cleaning tape is worth trying once
on a DTRS machine and twice on a DAT
deck. Alesis recommends two cleaning
tapes: one, the ADAT-311B (about $20),
is available from ART Technologies
(800-527-9580); the other is a 3M Black-
watch, model HC (about $17.46). |
don’t use wet tapes.

Nore: Head cleaning is not the
answer to longer life, just better per-
formance.

My preferred method for cleaning
helical heads — the heart of DAT, ADAT,
and DTRS machines — is by hand. Buy
a pack of lint-free cloths from an audio
supplier and cut them into 1-inch by 2-
inch squares. Dampen the cloth with
low-moisture, 99 percent alcohol. It is
more environmentally friendly than the
more volatile solvents. It does not, how-
ever, evaporate nearly as fast, so do not
soak the cloth, and always follow-up
with a dry lint-free cloth to absorb any
un-evaporated liquid. I am not com-
fortable using hazardous chemicals or
pre-moistened wipes (with anything
but alcohol), or chamois (cloth or stick),
or foam sticks.

If 1 seem just a little extra emphat-
ic about doing it my way, it's just because
areader recently attempted to reinvent
the wheel and ended up with tape
wrapped around the heads. Such a dis-

continued on page 134

LEARN THE ART OF
REC