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>INFINITE POSSIBILITIES DESERVE 

infinitecaPABILITIES 
Music is infinite. Endless. Eternal. We don't just hear it with our ears. We hear it with our hearts. Our souls. Our whole bodies. 

It hits us on every level and takes us to new levels of experience. 

OASYS PCI is hi-tech with a higher calling. It takes you from here to eternity with professional quality synthesis, effects process¬ 
ing and computer audio input and output. A professional PCI audio card that delivers true-to-life, full-bodied organic sounds. 

The perfect complement to any software sequencer or digital audio workstation. 

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

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

unique special effects 

• Over 1000 synth and effects Programs designed by the legendary Korg Voicing Team and 

professional recording engineers 

• Open architecture design, ready for new synth and effects plug-ins from Korg and tlvrd parties 

• 12 channel submirer to process synthesis programs, audio inputs or hard disk audio tracks 

• Chains of up to 4 effects each on channel inserts, 4 send busses, and« stereo output busses 

• Supports ASIO, FreeMIDI, OMS aid Windows audio and MIDI standards 

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

• PCI card with S Motorola OSPs providing 480 MIPS of synth & audio processing power 

• Works with all major sequencing and digital audio programs 

• Available for both Mac (now) and PC fíate Spring, 2000) 

oasvs pci onlwe at www.korg.com/oasyspci. htm 
WANT AN INTERACTIVE CD-RONI FEATURING KORG'S OASYS PCI CARD? SEND $3.00 S&H TO: 
©200C KORS USA, ATTN: OASYS CO, 316 S. SERVICE ROAD. MELVILLE, NY 11747-3231 • FOR INFO VIA FAX BACK. CALL [5161393-8530 DOC #4104 

Open Architecture Synthesis, Effects, and Audio I/O 

■■ 
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We’ve sampled and captured 
the actual reverberant 

characteristics of some of the 
finest acoustic environments in 
the world. Why? Because this 
is the underlying principle behind 
the Sony DRE-S777 Digital 
Sampling Reverberator. 

The DRE-S777 uses highly 
advanced signal processing to 
capture real sound spaces 
with incredible, detailed precision. 
The result? The most realistic 
reverb ever... because it recreates 
the “real” ambience of actual 

concert halls, cathedrals and 
studios. To quote Tom Jung from 
the 12/99 issue of Pro Audio 
Review, the DRE-S777 is “Second 
only to being there.” An entire 
CD-ROM filled with some 
incredible sounding plates and 
spaces comes with the unit*. 

A growing library of optional 
CD-ROMs is available including 
“European Halls & Churches” 
and the latest US release that 
includes some great American 
studios, churches, concert halls 
and the ultimate reverberant 
space, the Grand Canyon. 

The proof is in the listening, 
so call 1-800-472-766^6X1. S777 
today to order your Free 
Demonstration CD and VHS 
video tape and experience the 
difference between reverb effects 
and "real” space. 

SONY 
1-8OM72-S0NY ext S777 

www.sony.com/proaudio 
° 2000 s-ov Electronics Inc Reproduction m whole or m >ut wthout wntten permissen is prohibited AI oghts reserved. Snrry r ■ trademark o< S-ov 
‘Ve: ues Stcwn are available on optional CD-ROMs. 



PROJECT RECORDING 

& SOUND TECHNIQUES 

VOLUME 11, ISSUE 5 
MAY 2000 

THE SECRET HEE OF WALTER AFANASIEFF By Howard Massey . 74 

Fresh from his Producer of the Year Grammy win, the noted producer talks about his 

hands-on techniques and how he deals with all those divas. 

TODD RUNDGREN: BEYOND UTOPIA By Mr. Bonzai. 86 

The legendary performer-producer talks about his new project with Bad Religion, the In -
temet, and digital technology, and reflects on the overwhelming success of Bat Out of Hell. 

MICK GLOSSOP: THE VOICE OF EXPERIENCE By Howard Massey.96 

Ify ou’ve listened to music over the last 30 years, chances are you heard Mick Glossop’s 
work. Now, the man behind some of the most famous albums from Van Morrison. Frank 
Zappa, and Genesis offers a glimpse of how he created those sounds and how to deal with 

today's technology. 

GROOVE 

REVIEW: VISIOSONK DIGITAL 1200SL MP3 PLAYER By DJ RADAR.105 

REVIEW: ELECTRIX MO-FX By Craig Anderton .108 

TECHNIQUES/WORKSHOPS 

COUNTING CROWS: RECORDING IN THE CROWS' NEST By Tony Di Lorenzo.52 

GREG DEBELLES: PUTTING SONG TO PICTURE By Steve Harvey.-.58 

INSIDE VIEW: WAVES SUPERTAP By Rich Tozzoli...62 

JOHN LECKIE: LOCAL HERO By Howard Massey.-.66 

COLUMNS/DEPARTMENTS 

INDUSTRY INSIDER: THE $10 DIGITAL AUDIO EDITING ASSISTANT By Craig Anderton. 

KURMUDGEON'S KOUCH: CYBER AL, AT YOUR SERVICE By Al Kooper. 

THE FEZGUYS: INTERNET UPDATE By Jon Luini& Allen Whitman... 

ACROSS THE BOARD: THE INDUSTRIAL REVOLUTION By Roger Nichols. 

EDITORIAL . 8 
LETTERS TO EQ...12 
EQ&A. 14 
EQ NEWS.... 21 
PRODUCT VIEWS . 28 
FIRST LOOK:MOW 1296 AUDIO INTERFACE..36 
FIRST LOOK: PROPELLERHEADS REASON. 38 
ROOM WITH A VU: CITY SOUND . 40 
ROOM WITH A VU: TAVERA MUSIC. 42 

..46 

...50 

.126 

.146 

MICROPHILE: ELECTRO-VOICE 668.  44 
IN REVIEW: BOMB FACTORY CLASSIC COMPRESSORS.... 110 
IN REVIEW: FURMAN SRM-80 SIGNAL ROUTER. 112 
IN REVIEW: EVENT PS6 MONITORS.116 
IN REVIEW: RODE CLASSIC II MIC. 120 
IN REVIEW: TC WORKS SPARK.  122 
IN REVIEW: DBX 386 PREAMP.124 
AD INDEX...115 

ON THE COVER: 
Walter Afanasieff in his 
project studio. Photo by 
Ross Pelton. 

EQ (ISSN 1050-7868) IS publislied monthly plus Buyer's Guide in December by Miller Freemen PSNlnc., 460 Park Ave. south, 9th fl.. New York, 
NY 10016-7315. Periodicals postage paid at New York, NY and additional mailing offices. POSTMASTER: Send address changes to EQ, P.O. Box 
0532, Baldwin, NY 11510-0532. SUBSCRIPTIONS: U.S. $29.95 for 1 yr. (13 issues); CANADA add $10 00 per year for surface, olfier countries 
add $15.00 pel yr for urfoce, Al add $30.00 per yr. for Airmail. All subscriptions outside the U.S. must be pre-paid in U.S. funds-by International 
Money Order, checks draw from a bonk located in the USA Visa, Master Card or American Express. Back-issues $5. Printed in the U.S.A. 



VERGENCE TECHNOLOGY, INCORPORATED 
3195 PARK ROAD SUITE A BENICIA. CALIFORNIA 94510 (707)751-0270 
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HIGH PERFORMANCE ACT-IVE STUDIO MONITORING SYSTEMS 
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LI VE MUSIC TO YOUR EARS 
LOW M599 USRPIN THE Z4-4VLZ PRO, 

AND A NEW LOW s1999 USRP 
ON THE JM VIZ PRO 



NEW 24*4 & 32*4 VEZ PRO SR MIXL 
WITH PREMIUM NOR MIC PREAMPS. 

Why put ultra-precise, tweakazoid 
audiophile XDR mic preamps on 

sound reinforcement consoles? 
Because live performers deserve 
good sound, too. Especially when 
our new design also has the best 

RFI protection of any mixer on 

the market. It took several years of 
hard work to design a mixer preamp 
that could beat $2000-a-channel, eso¬ 

teric outboard mic preamps in inde¬ 
pendent listening tests. But we did 

* U.S. suggested retail price. ©2000 Mackie Designs Inc. All Rights Reserved. “Mackie" and the 
Running Man figure are registered trademarks of Mackie Designs Inc. VLZ & XDR arc trademarks of 
Mackie Designs.“^ ould I have more of me in the mix?", "I loaded in. YOU load out.", "It's a free gig but 
we’ll get lots of publicity" and "Can I borrow a pick?" are trademarks of being a musician. 

it. You’ll enjoy more warmth, detail 
and headroom than has ever been 

possible with even the most presti¬ 
gious mega-consoles. Plus less noise, 
and total freedom from potential hot-
patching and short circuit damage, 
and flat frequency response regard¬ 
less of mic/cable impedance. 

LOADED WITH LIVE SOUND FEATURES. 
The new32»4-VLZPROand 

24*4-VLZ PRO are designed to make 
live sound mixing easier You can 

solo a muted channel. Effects to Mon¬ 
itor lets you “fold” effects back into a 

stage monitor mix without affecting 

the main PA sound. There’s a sepa¬ 

rate talkback section with its own mic 
preamp. Separate tape inputs with 
level control and routing to main mix 

make playing music during breaks 
easy. And typical Mackie touches like 
18dB/oct. Low Cut filters, Rude Solo 
Light and fast level setting via in-
place stereo solo make these mixers 
awesome values. 

CALL, E MAIL OR SURF FOR MO' INFO. 

■ Trim control with 60dB mic gain & 
1 OdB “virtual pad” handles anything from 
a timid vocalist to a rilly big kick drum. 

■ Six separate Aux Send 
Masters each with 
its own Solo. 

-■ Stereo Aux Return 4 Master 
can be assigned to Buses 1-2 or 3-4. 

■ EFX to Monitor lets you send different 
effects or effects levels to stage monitors 
without screwing up your main PA mix. 

r® Easy level setting with In-Place Stereo 
Solo. Just solo a channel & adjust the Trim 
‘til the meter flickers at the Level Set arrow. 

■ Separate Tape Return level control. 

■ Global Aux Return Solo switch. 

■■ Separate Solo section with level control, 
global AFL (post fader) or PFL (pre-fader) 
mode switch & Aux/Sub Solo LEDs. 

-■ Separate Talkback section with level 
control, LED and switches for assigning 
talkback to Main Mix or Auxes 1 and 2. 
There’s also a separate mic preamp input 
on the back of the mixer so you don’t have 
to tie up a channel. 

Tape to Main Mix routes tape inputs to 
main outputs for music during breaks. 

-■ Each Submaster bus has Solo switch, Pan 
control and Left/Right assign switch. 

-■ Air EQ adds crispness and definition 
to high-end without boosting ear-fatiguing 
8kHz-10kHz range. 

NEW 24'48 32'4 VLZ PRO MIXERS 
■ 4-bus design with 20 or 28 mono mic/ 

line channels with XDR IM mic preamps 
and 2 stereo line channels 

■ New high-performance 2068 op-amps 
■ Muted channels can be soloed! 
■ 6 individual aux sends per channel 
■ 4 master stereo aux returns 
■ Inserts on all mono mic/line channels 
■ 3-band EQ w/swept mid on mic/line chs. 
■ 4-band fixed EQ on stereo line channels 
■ 60mm long-life logarithmic-taper faders 
■ 6 aux send masters with individual solos 
■ 4 stereo aux returns w/EFX to Monitor 
■ 16kHz Air EQ, pan and solo sub buses 
■ Double-bussed subs for easy multi¬ 

tracking with 8-track recorders 

-■ Constant loudness pan control. 

-■ Six aux sends per channel. 2 pre-fader, 2 
post-fader and 2 pre/post switchable. 

We’ll send you our jumbo product 
brochure complete with hook-up dia¬ 

grams — and a serious, graph-and-
equation-loaded White Paper on why 
XDR technology beats the cables off 
anybody else’s mic preamps. 
Better yet, visit a Mackie dealer, 

check out the 24*4-VLZ PRO and 
32 »4-VLZ PRO. You’ll hear just how 

good a “live” mixer can sound. 

60mm log-taper 
faders allow linear gain 

control and are super long-
wearing to resist dust, moisture 

and general road crud. 

Il Mackie’s musical, natural-sounding 
equalization. On mic/line channels: 12kHz 
Hi shelving, peak midrange sweepable from 
100Hz to 8kHz (so it can also be used as a 
2nd HF or LF control) and 80Hz Lo shelving. 
On stereo line channels: 12kHz Hi shelving, 
3kHz Hi Mid peaking, 800Hz Lo Mid peak¬ 
ing and 80Hz Lo shelving. 

*—■ Sharp 75Hz 18dB/octave infrasonic filter 
on all mic channels cuts wind noise, stage 
rumble, mic clunks and P-pops. 

— ■ Super-twitchy -20dB signal present 
and overload LEDs on each channel. 

www.mackie.com *800/258-6883 
«ÜHIB-UTI 
«mit Miau: u<( 
Me lilts a stat 
WMMk.WI DU 
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E Q EDITORIAL 

From the Editor 
Gear, gear, and more gear. Is there an en¬ 
gineer or producer who doesn’t love it? 
(Maybe love/hate it is more apropos!) Are 
there any EQ readers who don’t obsess over 
how to improve the gear they’ve got or how 
to buy the new toy they must have to pro¬ 
duce great audio? 

Sure, it can be fun sitting around the 
studio, in a store, or online discussing the 
tweaky aspects of Product A versus Product 
B. But lately, 1 have to admit, I’ve been a bit 
bugged by the level of the gear obsession I’m 

seeing out there. I spend a great deal of time wandering through music stores, on¬ 
line visiting sites, and lurking in the dark corners of discussion forums. (Hey, I’m 
referring to music and audio sites and forums, get your mind out of the gutter....) 
Over and over again I see the same topics come up; “which is the best," “should I 
buy that,” on and on. Clearly people are struggling to make decisions, which is un¬ 
derstandable — there are so many choices out there. But, at the same time, we’re 
fortunate to live in a time when the quality of even the lowest-end products is at 
an all-time high, and in most cases capable of producing excellent, if not pro-lev¬ 
el, results. And often the tweaky things I see people concerned with and obsessing 
over are simply not going to make that much difference to their end productions. 

Its not just those looking at new gear who obsess, of course. I recently read an 
article profiling virtuoso guitarist Eric Johnson’s stage rig; Eric is famous for hearing 
the difference between various batteries in his effects pedals, brass versus chrome ca¬ 
ble plugs, and so on. Now he’s insisting that the distance between his pedals affects 
the sound, and, in one case, that whether the battery cover plate is held on with a screw 
or a rubber band affects a pedal’s tone. Now, I happen to believe that Eric is one of 
the best guitarists around, but wow. I’m sorry, but even in the most hyper-critical 
studio situation (let alone at a live show), I defy anyone to listen blind to two guitar 
signals and tell me in which one the wah pedal was further from the delay pedal! 

Okay, the example is extreme; and, honestly, if Eric feels he can hear the dif¬ 
ference (and has timeto explore the issue), then more power to him. Still, it’s a good 
bet that we’re al! guilty of spending too much time worrying about gear minutia. 
I doubt that kicking the habit cold-turkey is in the cards for most of us, but con¬ 
sider this: Honestly take note of how much time you spend fretting over gear (I was 
going to say “instead of fretting your guitar,” but I won’t sink that low...). Be 
especially aware of the time spent on ridiculous trivia — I’ll bet there’s more of it 
than most of us would care to admit. Put it into a real-world perspective: How much 
is all this time, energy, and passion going to affect your music or productions? More 
importantly, how much does it take away from your music or productions? 

Now take just a small amount of that time and passion, say 10 percent, and 
put it back toward the final results of your labors. Spend that time practicing your 
instrument, working on recording technique, placing a microphone more care¬ 
fully, tweaking a mix, even listening to the work of one of the masters. Where are 
you getting the most benefit? 

So am I suggesting that we should all stop worrying about gear, never think about 
what we should buy next, and not worry about specs and comparisons? Nah, what 
fun would that be? What I’m suggesting is that we try to keep these gear issues in per¬ 
spective and that we put the focus back on what really matters: the music. 

Let me know what you think; you'll find my direct e-mail address below. 
And, no matter what, keep pushing those faders! 

—Mitch Gallagher 
gallagher@psn.com 
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MASSIVE PASSIVE STEREO TUBE EQ 

A PICTURE IS WORTH A THOUSAND WORDS... 
Perhaps, but would photographs of our 

Variable Mu or VOXBOX have created their 
successes alone? 
You have to hear this gear. You have to use 
this gear. Put your hands on the knobs and 
crank 'em. 
Engineers who have already gotten hold of 
the MASSIVE PASSIVE have told us: “Why 
does it make everything sound so much 
better?”, “It’s organic and orgasmic.”, “It’s a 
f%#king powerhouse.”, “It’s unlike any other 
EQ.”, “This is IT. The sound I’ve always dreamt of 

but couldn’t ever get until now.” 

GOT THE PICTURE? 

Craig ‘HUTCH’ Hutchison designed these 

monsters... The MASSIVE PASSIVE 
is a two channel, four band equalizer, 
with additional high pass and low pass 
filters. “Passive” refers to the tone 
shaping part of this clever new EQ 
design not using any active circuitry. 
Only metal film resistors, film 
capacitors and hand-wound inductors 
sculpt the sound, kinda like a Pultec EQ 

on hyper-steroids. Super-beefy, hugely-
high-headroom Manley all-tube make-up 

gain amplifiers deliver your tunes into the 

next realm. You’ll need to experience this. 

Contact us for your nearest authorized MANLEY dealer. 

MANLEY MANLEY LABORATORIES, INC. 



$3,999". 

Since we introduced 
the MX-2424 hard 
disk recorder, there 

has been a lot of specula¬ 
tion about its price (which 
is so low it seems too good 
to be true). 

So we get questions. Like... 

"24 tracks is an upgrade?" 
(No, it's 24 tracks right out 
of the box.) 

"24-bits is an upgrade?" (No, 
all the bits are there too.) 

"Do I have to pay extra for 
inputs and outputs?" (No. 
At $3,999 estimated street 
price* you get a full set of 
24 TDIF-1 or ADAT® optical 
digital inputs and outputs 
— plus an assignable stereo 
AES/ EBU - S/PDIF pair. For a 
little more you can get 24 
channels of AES/EBU digital 
I/O, or analog — or both 
digital and analog!) 

"Does it need an external 
computer?" (No. The 
MX-2424S front panel has 
a full set of professional 
transport, editing, and track assignment controls, 
including a shuttle/ scrub knob. So you don't have 
to have a computer to run it. But — if you happen 
to own a Mac or a PC, you can take advantage 
of the digital audio editing and control software 
that comes standard with each MX-2424 to do even 
more. Your choice.) 

"Before I start recording do I need to buy a 
monitor, a keyboard, or a hard drive? Or anything 
else?" (No. Nyet. Nope. Not at all. Just hook up 
power and start recording.) 

So let's make this as plain as we can: The MX-2424 
is an amazing, full-featured professional 24-track 
digital recorder. And there's never been anything 
like it at this size or price. 

Jts sonic performance is outstanding. Lots of companies claim 24-bit 48k performance, but 
only the MX-2424 is part of TASCAM's M Series 
family of multitracks — the products chosen for 
their sonic performance by such discriminating 
facilities as Skywalker Sound, Universal Studios, 
and 20th Century Fox. 

Superior reliability is guaranteed. The MX-2424 
was designed from the bottom up to be a 

great recorder, and nothing but a great recorder. 
Its processors and circuitry are fully optimized for 
audio - not video games, spreadsheet software, or 
surfing the web. And isn't that absolute focus 
and rock solid performance exactly what your 
music deserves? Over the last three decades we've 
designed and built literally millions of professional 
recorders and recording systems; the MX-2424 
is the culmination of everything we've learned. 

So easy to operate, you could do it blindfolded. 
Of course that way you'd miss the great light 

show from the 24 tracks of level metering and 
channel status displays... but the real point here 
is simplicity. When you want the MX-2424 to start 
recording, just reach over and press REC + PLAY 
(just like a traditional tape recorder). In a fast-paced 
production environment, you can record to hard 
drives that mount into standard Kingston® carriers 
and plug into the front panel drive bay. Just pop in 
a new drive at the start of each session. It doesn't 
get any simpler than that. 

Copyright © TEAC America, Inc 1999 • All rights Deserved. 
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s It's a complete 

professional hard 
disk multitrack in 

a portable, 
affordable, rack¬ 
mount box. You 
can plug it in, 
turn it on, and 
start recording. 

✓ Back panel ports include 
Fast/Wide SCSI, ethernet, 
MIDI, RC-2424 remote, and 
TL-BUS! 

Extend your reach — 
Want a remote con¬ 

trol? Get the one that's 

Really. 
made to take advantage 
of the power in your 
MX-2424. The RC-2424 

remote is a powerful, 
professional multi-machine 
controller with all of the 
MX-2424's front panel fea-

The power to meet your needs A standalone 
MX-2424 is an incredibly powerful unit, with 

enough internal hard disk capacity to hold about 
45 minutes of 24-bit 24-track audio. The MX-2424's 
Fast/Wide SCSI port lets you connect up to 15 
external drives and record directly to all of them. 
And if you need more than 24 simultaneous tracks, 
just add additional MX-2424's. Up to 32 MX-2424's 
can be locked together in sample accurate sync to 
act as a single recorder. 

Professional recorders need to interface with 
increasingly complex systems. 

S It provides video and time code lock capabilities 
as standard features, making it easy to integrate 
with external workstations. 
✓ It resolves to AES/EBU, S/PDIF, word clock, TDIF-1, 
ADAT optical, SMPTE Time Code (LTC), and video, 
and chases MIDI Time Code. 
✓ Available Input/Output modules include TDIF-1, 
AES/EBU, ADAT optical, and analog. 

Trademarks appearing in this ad are the property of their owners. 

tures, plus macros and 
more. 

MX-2424 shipments are about to start, and there is 
already a waiting list. To get yours sooner instead 
of later, contact your authorized TASCAM dealer! 

*So... what's this 
Estimated Street 
Price? Instead of 
quoting you some 

meaningless "List 

Price," ESP is what 

we expect typical 

U.S. customers to 

actually pay for an 

item. It gives you a 

better way to com¬ 

pare value when 

you shop. TASCAM 
A Whole World of Recording « 

TEAC America, Inc., 7733 Telegraph Road, Montebello, CA 90640. http://www.tascam.com, (323) 7264)303 
TEAC Canada Ltd., 5939 Wallace St., Mississauga, Ontario L4Z 1Z8 Canada, (905) 890-8008 

TEAC Mexico, SA de CV., Privada Corina «18. Colonia del Carmen, Coyoacan, Mexico, D.F. 04100, (525) 658-1943 
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LETTERS TO EQ 

MINI-MASTERERS 
As the proprietor of a small music pro¬ 
duction studio that offers digital domain 
mastering services, 1 read “Mastering By 
The Masters” (EQ, March 2000) with 
great interest. 

The article contained lots of useful 
information. I was particularly gratified 
that Doug Sax felt that some of us little 
guys occasionally produce good work. 

However, I feel that the article left 
an overall impression that the master¬ 
ing services offered by smaller facilities 
are rarely an appropriate choice. In that 
regard, 1 must respectfully disagree. 

Consider the huge amount of mu¬ 
sical product that finds its way onto CDs: 
song, artist, and studio musician demos, 
client presentations, independently pro¬ 
duced albums, product for subsequent 
use in TV and film scoring and produc¬ 
tion libraries — all of these are routine¬ 
ly delivered on audio CDs or CD-ROMs, 
and can benefit from mastering services. 

In my case, I bring over a decade of 
digital domain editing and mastering 
experience to my work. I use two well-
appointed, multi-kilobuck DAW sys¬ 
tems, good A/D and D/A converters, 
good acoustic isolation, a respectably 
hi-fi monitoring system, and a careful¬ 
ly researched CD burner and CD-R 
media. And, yes, a Finalizer. Used care¬ 
fully, it can sound really good! 

The high-end mastering studios in 
my area charge five times my rates, to the 
dollar. There is no question that they are 
better staffed and equipped than I am. 
Their orientation is toward high-budget, 
large distribution product where the an¬ 
ticipated revenues can offset higher pro¬ 
duction costs. In that rarefied world, it 
makes sense to spare no expense to get 
the best possible master. But that is not 
everybody’s reality: For the folk musician, 
who, as a labor of love, has made a purist 
record of limited commercial potential, 
mastering costs at a high-end studio 
could easily exceed his or her entire 
recording budget, and squash any hope 
of earning back his/her production costs. 
For a jingle house, that has to present the 
spot you are mixing at 11:00 AM on CD at 
a 1:00 PM meeting, there simply isn’t time 
for a separate mastering session. 

Of course, the increased availabil¬ 
ity of “desktop” mastering equipment 
does not mean that everybody knows 
how to use it. Anyone thinking of using 
a lesser-known mastering studio should 
carefully evaluate some of the studio’s 
product before committing themselves. 

However, there are a number of us 
out there working very hard to make a 
superior product at a reasonable price. 
I believe that we produce fully profes¬ 
sional work and provide a valuable ser¬ 
vice to the appropriate clientele. 

/on Gordon 
Jon Gordon Music Production 

Neiv York, NY 

CLASSICAL KUDOS 
Lots of brickbats are thrown at magazine 
articles, but Mike Sokol, in April 2000’s 
classical instrument mic techniques, de¬ 
serves a big bouquet. As a former tour¬ 
ing FOH mixer, I have “graduated" to 
classical music, TV commercials, and 
lots of video EFP. For many years, I have 
cajoled, argued, and pleaded with fellow 
audio engineering types to study and 
understand the differences in the mik¬ 
ing and recording between rock and 
classical. 

At last, Mr. Sokol states what I have 
long urged in a clear and readable 
form. Bravo!As one with over 12 years of 
doing classical for bucks, I can say that 
he is absolutely right in every statement 
he makes. If any budding recordist 
wants the truth on classical mic tech¬ 
niques, read this, heed it, and save it for 
repeated reference. 

Allan Soifer 
via Internet 

HELPING HANDS 
After working as an audio engineer for 
Educational Television for 17 years, my 
husband, Woody, has learned the many 
areas of the music and recording in¬ 
dustry; working on such projects as PBS’ 
Great Performances and American Play¬ 
house Theatre. As a result of post-polio 
problems, he took an early retirement. 

Through the years, he has managed 
to assemble a fully equipped project stu¬ 
dio in our basement. 

Because Woody cannot do such 
things as yard work, every year he runs 
an ad in our local musicians’ guide say¬ 
ing he will trade studio time for yard 
work. And every year we get a barrage of 
calls from musicians who are willing to 
do any work around our home because 
they have no other resources to get their 
work recorded. 

This time of year our house is filled 
with extremely talented musicians who 
tell me how disappointed they are in the 
steep rates commercial recording stu¬ 

dios charge. Many of them have also 
told me that, without Woody’s gra¬ 
ciousness, there would be no other way 
to break into the music industry. 

Is it possible for recording studios 
to have compassion and come up with 
similar ideas to help starving musicians 
as they struggle to get started? 

Anonymous 
via Internet 

FAME'S HISTORY CORRECTED 
The March issue’s cover story on Jim¬ 
my Johnson contained several inaccu¬ 
racies. First and foremost, despite what 
was reported in the story, FAME 
Recording Studios of Muscle Shoals 
never “decided to close its doors.” On 
the contrary, the world-renowned stu¬ 
dio remains open and thrives, having 
produced a near endless stream of hit 
records that spans five decades. 
According to Jimmy Johnson, what ac¬ 
tually happened is that, in 1968, FAME 
founder and owner Rick Hall decided to 
do only in-house productions after 
signing a label deal with Capital 
Records. He therefore closed his doors 
to outside work for a time. 

Also, in the article, Rick Hall was re¬ 
ferred to as a “local man,” which could 
be taken as a slight toward him — that 
was certainly not the intention. The 
photos on pages 62 and 64 should have 
been credited to FAME Recording Stu¬ 
dios. Finally, the caption for the group 
photo on page 64 was less than accu¬ 
rate: Those in the photo included Jim¬ 
my Johnson, Dan Penn, Spooner Old¬ 
ham, Wilson Pickett, Rick Hall, Jerry 
Wexler, and Charles Chalmers, not the 
MSRS as was stated in the caption. 

Our most sincere apologies to 
Jimmy Johnson, FAME Recording Stu¬ 
dios, and the family of Rick Hall for 
these errors. 

WRITE TO US 
Send your letters 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 
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création 

Pro Tools creates a whole new 
world where 1 can see my music. 

It's infinite as far as what I 
can do, especially for h.p-hop 

music. 1 can chop n crum 
breaks and different beats 

so easy using Pro Tools. 
And the new version 5.0 

MIDI sequencing features 
are awesome. lAlith Pro Tools 
I can do anything I imagine. 

Ricky Martin's Livin' La Vida Loca was the 
first No. 1 single recorded and mixed entirely 
on Pro Tools — that says it all light there. 
lAle did everything in Pro Tools 
including editing Icops, adapting 
textures, fus.ng takes, and 
using AutoTu le and VocALign 
for the vocals. Every single 
note was done on Pro Tools. 
lAlith Pro Tools, we can do 
things that »e impossible,, 
to do using tape. 

Desmond Child 
Producer. 
Ricky Martig Cher | 

Using ProTocls has allowed us to be much 
more creative and flexible in the studio. 

You can kind of forget about the recording 
process and, ultimately, be way 
more creative. 1 can't imagine 

going back and seing 
forced to record everything 

with the limitations of 
analog tape and the old 

mixing console. Cnee 
you've used Pro Tools, 

there's no turning hack. 

Pro Tools, SampleCellTDM, 
and TDM Piug-Ins have long 
been the co "e of my creative 
platform, and with the 
addition of the Virus TDM 
Plug-In and Koblo synths 
with Directponnect, I've 
got unbelievable synthesis 
power that occupies zero 
rack spaces. Pro Tools, 
SampleCellTDM, and TDM 
Plug-Ins were an important creative 
package during the making of The Fragile. 

Charlie Clouser 
Keyboardist, Nine Inch Nails 

These artists are changing the way music is made 

by turning the studio into a creative instrument. Of 

course, they're doing it with Pro Tools — the ultimate 
audio production system. Pro Tools gives you creative 

possibilities that far surpass any tape-based console, 

with DSP muscle no sequencer application can touch. 

With options like Koblo Studio9000, SampleCeil II 

Plus, Virus TDM Plug-In and DirectConnect,' 
Pro Tools gives you everything you need to take your 

music from idea to finished masterpiece. 

See and hear trie difference. Check out our website at www.digidesign.com or call 

1.800.333.2137, code 576 to order your free Po Tools v5.0 for Music video. 

M W 
I OS I I J 

www.digidesign.com 
' 1/2000 Digidesign, a division of AvidTedinology, Inc. 1622 I/O, DirectCbnnect, Pro Tools, Pre Tools, 24 MIXplus, and SampleCeil 11 

Plus are trademarks ar registered trademarks of Avid Technolog», Inc., cr its subsidiaries or divisions. Mac OS is a registered trademark 

of Apple Coirputer. Windows is a registered trademark of Microsoft Corp. All other trademarks contained herein are the property of 

their respei Irre owners. All features and specifications subject to change without notice. Butch Vig photo: Stephane Sedanoui 

digidesign 

A division of Avid 
CIRCLE 60 ON FREE INFO CARD 



E Q & A QUESTIONS & ANSWERS 

JUST A PHASE 

Q I have a small studio that spe¬ 
cializes in spoken-word product. 

I’ve been converting some files to MP3 in 
preparation for posting them to the 
World Wide Web. I’ve set up Audio¬ 
Grabber with Blade Encoder, and it 
seems to do a reasonable job when en¬ 
coding at 128 kbps and 44.1 kHz. I can 
also encode decently at 112 kbps/44.1 
kHz. However, if I try any lower than 
this, I get what sounds like a phase shift. 
I am sure it’s not, but this seems to be the 
best way to describe the way the files 
sound. Am I doing something wrong? 
The portable MP3 players all list 64 kbps 
on their specs as if it is a usable sampling 
rate. Surely the world must he able 
make this acceptable, but when I do it 
the files become unlistenable. Do I need 
different software, more lessons in MP3, 
or a swift kick in the posterior? I have a 
lot of files to encode over the next six 
months, and could use the help. 

Fred 
via Internet 

If it sounds like your files encod-
ed at 112 kbps have phase prob¬ 

lems, then perhaps they do! Some¬ 
times the simplest answer is the right 
one. Most MP3 encoders will automat¬ 
ically submix down to mono at a par¬ 
ticular bit rate (typically around 48 or 64 
kbps). If your raw audio has phase 
problems (God forbid!), it is possible 
you aren’t noticing them until this 
happens. The easy way to test is to 

manually mix the raw audio to mono 
and see how it sounds. Good luck! 

FezGuys 
EQ Columnists 

LOST IN SPACE... 

Q This question came up recently in 
a conversation with a client, and 

I was unable to answer it. If a minute of 
stereo recording at 44.1/16-bit requires 10 
MB of disk space (I’ve been under this as¬ 
sumption since the dawn of the digital 
age), how can a 650 MB CD-R hold 74 
minutes of music? 

Greg Hilfman 
via Internet 

When CDs were first created, 
they weren’t meant to be used for 

data — only for audio. The specification 
required that 74 minutes of 44 kHz 
stereo data be able to be placed on the 
disc. So if we look at the amount of 
space needed for this we can calculate 
it as follows: 

2 (channels) x 2 bytes per sample x 
44,100 samples/sec = 176,400 bytes per 
audio second 

60 seconds x 176,400 bytes per au¬ 
dio second = 10.58 MB per audio minute 

74 minutes x 10.58 = 783 MB of nec¬ 
essary space for audio data. 

(There’s actually even more than 
this data on a CD at a lower level.) If 
we’re creating a disc that holds this 
much data, we can assume that there’s 
no way we’re going to have all this data 

be error free and that, over time, some 
of this data will be lost due to wear and 
tear and handling of the disc. Thus, 
there’s additional data on the disc that 
is used for error detection and error cor¬ 
rection. This redundant data will actu¬ 
ally allow a CD player to correct errors 
on the disc if they are not too bad. If the 
errors aren't correctable, they will be de¬ 
tected and the audio player has a choice 
at this point: It can interpolate the au¬ 
dio if the detected errors are relatively 
small. Or, if the disc is seriously flawed, 
the player can mute the output so it 
doesn’t blast the users’ ears away by 
playing nasty error data. 

So continuing forward, small errors 
on a disc are not a big deal for audio 
data since the player can interpolate or 
mute the outputs and, for the most part, 
the user can still enjoy the disc. The 
problem is, if we decide to use this same 
disc for computer data, we can’t accept 
any errors in the data. Imagine if your 
computer decided to "interpolate” your 
accounts payable for you if it ran across 
an error. Suddenly you find that your 
electric bill went from $50 to $5,000 and 
you didn't even know it. When the 
specification for using audio discs as 
computer data discs was created, the 
need was apparent for additional error 
detection and correction to be added. So 
to accomplish this, part of the available 
audio data space was sacrificed. 

So the question is how did we get 
from 783 MB to 650 MB? The answer is 
really quite simple: Each second on a CD 
audio disc is subdivided into 75 frames. 

BOARD 
Online Studio Community 
WWW.EQMAG.COM 

FEATURING: Roger Nichols • George Massenburg • Ed Cherney 
Get your questions answered by those who know. Talk with your peers. Log on today. 
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TOOLS 

You’ve worked hard on your music. Isn’t it about time that Ö3H 

AH onces are retol pnces Contact user »el out Wrt site lor *01 seHxigoitts Chgrdesiqn protects may not De available n all areas. 

ALESIS MASTERLINK DIGI001 
RECORDING 

GUITARS 

AMPLIFIERS MACKIE HDR 24/96 ROLAND VSR-880 

PRO AUDIO 

MONITORS 

WORLD CLASS GUITARS TASCAM DA78HR 

MICROPHONES 

AND MORE 
E MU MODULES DIGIDESIGN PRO TOOLS 

TC ELECTRONIC M*0NE 

DIGITAL PERFORMER 

DRAWMER DC 2476 KURZWEIL K26Û0 

ROLAND DS-90 

MOTO 2408 

KEYBOARDS 

The digital mastering processor 

that has it all! Compression, brick¬ 

wall limiter, powerful EQ, spectral 

enhancment. and more! $3109 

• 20 incredible effects, up to 

200 presets, analog-style user 

interface, 1/4" jacks, S/PDIF 

digital I/O. Dual-engine tech¬ 

nology. and 24-bit A/D/A! $099 

All the EM-U modules are 

cooler and hipper than evei! 

Medular digital mixing with 

remendous I/O flexibility! 

• ’he ultimate 24/96 CD mas¬ 

tering anc archiving device 

with 3.2gig hard drive $1699 

• 'he ultimate 24/96 hard disk 

multitrack has landed! $4995 

» Computer-basée 'ecording 

tor the real world1 $999 

• The first 

affordable 

powered 

studio moni¬ 

tors with digi¬ 

tal and analog 

I/O! $595 

Knockout 24-bit, 24-track 

recorder w/ 9gig hard drive, 

and optional dgital I/O. $9999 

• *4-brt. long-play. 8-tract 

recording, and low price $3*99 

• Upgrade to 

Digital Per¬ 

former. for oro 

sequencing 

and recording! 
f ’nr nn ¿ yj.w 

5335 Bass Road. Fort Wayne, IN 46808 • (800) 222-4700 
(219) 432-8176 • Fax (219) 432-1758 • sales@sweetwater com 

24-bit, 8-track • 128 Virtual 

Teck:; • 24-bitMIK • 12 
irouts/outouts • R-BUS. SF795 

www.sweetwater.com 
800.222.4700 

TASCAM MX2424 
lii.lliillÄiiiiü;“ 

::: 

us. You can take advantage of our expert knowledge and 

browse our huge selection of pro audio gear from your 

computer! Just because we’ve entered ihe electronic age. 

doesn’t mean we’ve lost our old fashioned values. On the 

Web, or on the phone, Sweetwater is stil1 in the business of 

developing solid relationships with musicians, engineers, 

and enthusiasts just like you! Give us a call or check us 

out online today and join the thousands of customers who 

have discovered the Sweetwater Difference! 

Now, with the continuous expansion of the Sweetwater 

Store online, it's easier than ever to do business with 

someone worked hard for you when it comes to acquiring 

the music gear you need? 

The first atfordable Pro Tools 

w/ 8 channels of 24-bit 

2 microphone pre-

. W1/0. $996 

music technology direct 

• Great sound and tons 

of tube warmth and 

personality! Condenser 

element, vintage tube 

sound, 4 polar pat¬ 

terns, and more! 

^1299 

ALESIS AM62 

MACKIE DIGITAL 8 BUS 
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PLUG IT IN 

A complete professional hardware 
sampler inside your computer! 

PowerSamplcr is your key to the power of 

sampling ■ at a fradio« of the cost of 

conventional hardware solutions 

• Complete with sampling software and DSP hardware 

• Professional performance 4 perfect timing 

• Imposes virtually no load opon your host CPU 

• Extensive editing and modulation features 

• Fully compatible w4h the biggest sample libraries 

• 24 bit/96 kHz I/Os 

creamw@rec
Check oui | www.creamwtire.com | for the whole storv! 

CreomWare US knc. • Tell (604) 436-0540 • infc@creamwttre.cara 
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Thus the MM:SS:FF (minute-second-
frame) terminology used when working 
on CDs. If we divide the amount of data 
needed for one second of audio (176,400 
bytes) by 75, we see that each frame of 
audio is 2,352 bytes long. The number 
2,352 is not actually a very nice number 
to deal with in the computer world, so the 
decision was made to use only 2,048 
bytes of data in each frame for comput¬ 
er data discs. This left 304 bytes to be 
used for addition error correction/de-
tection as well as information for seeking 
accurately to any given frame on the disc. 

So for computer data: 
2048 bytes x 75 frames/sec = 

153,600 bytes per second 
60 seconds x 153,600 = 9.0 MB per 

minute 
74 minutes x 9.0 MB per minute = 

650 MB 

(When calculating this, use a MB as 
1,048,576 bytes as opposed to 1,000,000) 

This is probably more information 
than you wanted, but it is the "real story.” 

Monty Schmidt 
Sonic Foundry 
Madison, WI 

ASK US 
Send your thought-provoking 

questions to: 
EQ Magazine • Editorial Offices 

6 Manhasset Ave. 
Port Washington, NY 11050 

Fax: 516-767-1745 
E-mail: EQMagazine@aol.com 

Web: www.eqmaq.com 

THREAD OF THE MONTH 
As seen on the EQ Forums at www.eqmag.com 

/ like most of the sounds I get in my studio, but am still struggling with the tight, 
"phat, " and focused bass guitar that drives pop records. 
I play a Yamaha active humbucking bass into a SansAmp Bass Driver DI and 

then direct into the converters on my 02R. I have at my disposal the Waves 
Gold Bundle (I use their Renaissance Comp for most compression chores), a Line 
6 POD, and the comps and EQ in the board. 

What am I doing wrong? Any suggestions as to gear, amps, mies, compres¬ 
sion, and so forth? Can you even get that sound recording digitally (24-
bit/44. Ik)? Thanks in advance for any insight.... 

—Jim Bordner, Gravity Music 

The bass is actually easier to record than most people think. Of course, it is im¬ 
perative that you have speakers that have a fairly accurate low end and a listen¬ 
ing environment that is not experiencing wierd standing waves. Most people 

work too hard on the bass before they have to. When recording the bass, I typi¬ 
cally take it direct, maybe even routing into the recorder flat right off of the di¬ 
rect box (sometimes active, sometimes passive — depends on the instrument). 
Same thing with the amp — get a good clear, clean sound coming out of the 

cabinet (if that's what you are going for). I try to get it recorded as full as I can. 
Then I'll do some trimming with EQ, maybe some compression just to protect the 

tape from peaks, or to try and even it out if the player's E string, for example, is 
way too loud, or another string is way too soft. 

Most people start EQing and compressing too hard and too soon. Start with 
the sound out of the axe, and get the amp sounding clear and full. The real truth 
is that the sound originates from the musician. If he (or she) is happening, you 
are. With most of the great players that I work with, you basically just have to 
push the fader up to set the level. Same axe, different player, the bass can be 
too boomy, scratchy, uneven, etc. It's funny, my engineering got a lot better as I 
worked with better musicians. 

— Ed Cherney 
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Vise your local Peavey dealer and hear the great sounding line of SP Enclosures 
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SPSubCompactW, 
SP118&SP218 
SUBWOOFERS 
Stif Choice Fop Incredible 
§ Big Bottom Lows 
^Ä^rhmiheworitöl^ . 

VISIT US ON THE WEB www.peavey.com 
Peavey Election its Corporation • 711 A. Street- • Meridian, MS 39301 • U.S.A 

' ;; (MH 483-5365 • Fax (6QU-486-1278 
Peavey Europe • Great folds Raad * Oakley Hay • CORBY • Northanls NN 18 9ET 

England • Tel: *44 (0) 15Î6'46W34 • Fàx: +4x (0> 1536 747222 • ?>1999 

OP" 211 Orienter 
Dual ct rrtntwg Black Wi8«w woolen wvtt WI 

2.800 HI Peak Available■ 4t8Oha 

OP" OihcniKt 11 
Black Wriow woofer wit 350 «Ca«»» TOOK 
Presara / 1,400 W Peak 
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cakewalk 

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

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

(cakewalk PRO AUDIO 9) 

00:00:03:18 

• Exports audio to MP3, RealSystem C2, and 
Windows Media formats for Internet delivery 

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

• Non-linear, graphical editing of audio and MIDI 

• Supports real-time DirectX plug-ins 

.J • Supports real-time MFX MIDI plug-ins 

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

Eg • WavePipe' low-latency audio mixing and 
playback using standard Windows audio cards 

• StudioWare' for MIDI-based studio automation 

(nemesys gicasampler~le) 

• Hard disk-based sampler 

• Integrates with Pro Audio 9 as virtual synthesizer 

• Provides gigabyte-size sample sets 

• Loads samples in seconds, not minutes 

• Save and load entire performances 

• Fast, tight note-on responsiveness for live playing 

• Sample instruments with full natural decay 

• Full looping implementation (although looping is 
not necessary) 

• 32-bit audio signal processing 

• Reads CigaSampler, .WAV, and Akai" Libraries 

• Includes GigaPiano' Sample Library CD-ROM 

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



(CAKEWALK AUDIO FX 1 DYNAMICS PROCESSING ) 

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

• Expander/Gate increases dynamic range of audio 

• Limiter prevents audio signals from exceeding 
user-defined threshold 

(CAKEWALK AUDIO FX 2 VINTAGE TAPE AND AMP SIMULATION) g {Ante* SC-1/Wave Out 1] 

(CAKEWALK AUDIO FX 3 SOUNDSTAGE DESIGN FOR CUSTOM REVERB) 
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• Advanced processing algorithms add classic sound 
and warmth to “dry” and “cold” digital audio tracks 

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

• TapeSim adds tape saturation and natural warmth 
associated with analog magnetic tape decks 

All Cakewalk Audio FX plug-ins provide: 

• 32-bit, floating point effects processing 

• DirectX-compatibility, the Windows standard 

• Real-time effects processing and off-line editing 

• Design virtual rooms in which to process digital audio tracks 

■ Add and move walls, adjust ceiling heights, define surface absorption properties 

• Choose microphone types and placements 

• Assign audio tracks to different "performers" 

• Use and modify predefined spaces, like jazz dub, arena, and cathedral presets 

■J- CEI 
_ 

—J- 33 
J— Era 
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(MUSICIAN’S TOOLBOX liï) 

• 2 CD-ROMs of multimedia content and tools 

• Digital audio loops and samples 

• Professional MIDI drum patterns 

• Digital video images 

• SoundFont instruments 

• Advanced Pro Audio 9 tutorials 

• More 

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

cakewalk 
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The RFX-300 can make your dynamic mies sound like 
high-priced condensers. It also adds warmth, and full¬ 
ness when miking vocals, pianos and acoustic guitars. 

2. 
Pump up your mixes with our new "mastering mixdown" 
effects to make them sound wider, brighter, deeper 
and more dynamic. 

3. 
22 new Zoom reverbs, delays and modulation 
effects to make your vocals, instruments and 
drum tracks sound bigger than life. 

And that's just the first three. Audition the 
RFX-300 at a dealer near you. Discover what 
it can do for your recordings. 

THE ZOOM RFX-300 STUDIO EFFECTS PROCESSOR 

C AT CH US IF YO U CAN 

Every cool ZOOM processor is distributed in the USA by Samson Technologies Corp., RO. Box 9031, Syosset, NY 11791-9031. 
tel: 516-364-2244 fax: 516-364-3888 www.samsontech.com ©1999 Samson 
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Dreamhire Announces its “Virtual” 
and “Real” Rack Rental Programs 
Dreamhire Professional Audio Rentals has 
launched two new programs to better serve 
its ever-increasing clientele. "What we want 
to do is streamline the rental process for our 
high-end clients as well as offering them 
some new services,” says David Olivier, sales 
and marketing manager at Dreamhire’s New 
York City location. 

Often, an engineer’s or producer’s 
sound is based on years of experience that 
usually results in a laundry list of specific 
outboard gear for certain session require¬ 
ments, i.e., tracking, overdubbing, or mixing. 
What the “Virtual'’ rack program does is keep 
a database of such requirements and appli¬ 
cations so that it can be easily assembled, 
tested, and sent out to a session. 

"If we know who uses what, then all 
you have to do is call us and say, ‘Send so 
and so’s ‘overdub rack’ to Right Track,’ or 

‘Whomever’s'mixing rack’ to Battery,’ and 
so on. The discounts involved in signing on 
to this program instead of renting piece¬ 
meal every time can be substantial,” 
notes Olivier. 

The "Real” rack program is for an engi 
neer or producer who has a rack they own 
and lug around to every session. Dreamhire 
will provide the cartage, storage, and, best of 
all. the maintenance, so, for example, if the 
rack comes back with a note, “VU light out on 
LA-2A,” it will be fixed by the next time it goes 
out, plus if a piece of gear goes down on a 
session it can be replaced with a rental at a 
substantial discount while it’s being repaired. 
“The fact that this will enable our customers 
to have their own gear impeccably main ¬ 
tained, stored, and carted makes this 
program an incredible value,” adds Olivier. 

For more details, call 212-824-1309. 

DirectConnect Adds Sampling and 
Synth Power to Pro Tools Systems 
Digidesign has announced the availabil¬ 
ity of DirectConnect, a new host-based 
audio streaming plug-in for Pro Toolsl24 
Mix systems. DirectConnect allows audio 
data from a software synthesizer or sam¬ 
pler to be routed directly into the Pro 
Tools mixer. Each input stream from the 
host application can be independently 
recorded, automated, and mixed within 
the Pro Tools environment. 

With DirectConnect, Digidesign has 
enabled the DAW-based studio to become 
a creative instrument in its own right. A 
number of third-party applications sup¬ 
port DirectConnect, including Koblo’s 
Studio 9000, Reaktor by Native Instru¬ 
ments, Alkali by Audio Genetics, and Retro 

AS-1 and Unity DS-1 by Bitheadz, with Re-
Birth by Propellerheads coming soon. 

DirectConnect features streaming of 
up to32 channels of 24-bit audio direct¬ 
ly into Pro Tools, integration of third-par ¬ 
ty applications, real-time automation 
and audio processing, and total recall of 
the entire DirectConnect setup [if sup¬ 
ported by the third-party application). 

DirectConnect requires Pro Tools 
software version 5.0 or later, and is avail¬ 
able now as a free DigiRack plug-in for 
MacOS-based Pro Toolsl24 Mix systems. 
It will be included with the Pro Tools 5.01 
software release. Free downloads for v5.0 
users are available on Digidesign’s Web 
site (www.digidesign.com) . 

Mackie Completes 
EAW Acquisition 
Mackie Designs, Inc. has completed 
the purchase of Eastern Acoustic 
Works, Inc. (EAW). 

“We are excited about the op¬ 
portunities afforded us by this ac¬ 
quisition,” states Greg Mackie, 
founder and chairman of Mackie De¬ 
signs. “EAW is a leading brand in the 
professional audio industry and is 
recognized as a world-class develop¬ 
er and manufacturer of high-end 
professional audio equipment.” 

Multitrack Software 
Free from recordLab 
Internet TapeDeck, the digital audio 
recording software from recordLab 
Corp., is available as a free download 
from www.recordlab.com . Geared 
toward amateur musicians and 
home recordists, the application is 
said to emulate the basic recording 
functions of a hardware-based 
recorder costing several hundred 
dollars or more. 

Internet TapeDeck features si¬ 
multaneous playback and recording 
of up to eight tracks, punch-
in/punch-out capability, and a three-
band equalizer on each track. While 
the software includes recordLab’s 
Reverb DirectX plug-in at no charge, 
another dozen or so plug-in effects 
will be available to users at a cost of 
$10-$30 each. 

Internet TapeDeck allows users 
to link directly to over 300 instruc¬ 
tional articles on the recordLab Web 

site, many of which are accompanied 
by audio and video tutorials. And 
soon, recordLab plans to offer pay-
per-view classes, the first of which is 
being taped now at the University of 
California at Los Angeles. 
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POD Pro from Line 6 Shipping 

Pro sounds can be 

at a facility in Sevierville, TN will be 

transferred to any 
other POD Pro, 
POD, or Flextone 
II amp, allowing 
sounds to be port¬ 
ed easily from re¬ 
hearsal to studio 
to stage and new 
sounds to be ac¬ 
quired through the 
Line 6 ToneTrans-
fer Web Library. 
Retail price is $799. 

For more in¬ 
formation, contact 
Line 6 at 805-
379-8900 or visit 
www.line6.com . 

Dick Swettenham — audio pioneer and 
founder of custom console manufacturer 
Helios - succumbed to cancer on April 9, 
2000 in a Bristol, UK hospice. He remained 
lucid to the end; and only a week before his 
death, he was sketching new designs. 

The remaining members of the com¬ 
pany will be continuing Swettenham's 
work, partly drawing on his old designs; but 
since he was always focused on the future 
and on bringing new ideas to the pro¬ 
audio field, Helios will do its best to carry 
Swettenham’s vision and innovative con¬ 
cepts into the future. Swettenham was par¬ 
ticularly keen on the idea of a digitally con¬ 
trolled analog console and wrote a number 
of magazine articles about the concept. 

A funeral was held at Canford 
Crematorium, Bristol, UK on Friday, April 
14. For more information, visit www, 
helios-audio.com . 

operation, unprocessed guitar output, 
and line level input, POD is well-
equipped to perform in professional 
recording environments. POD Pro also 
features dual-mode XLR direct outs with 
AIR — Line 6’s proprietary technique for 
simulating the complex interaction of 
microphones and speaker cabinets in 
both recording and live situations. 

Equipped with ToneTransfer, POD 

Telex Communications, Inc. has pur¬ 
chased the former Arrow Automotive 
factory in Morrilton, AR and has plans to 
create a state-of-the-art production 
facility designed to optimize Telex’s 
manufacturing capacities, realize the 
benefits of the latest production tech¬ 
nologies, improve customer satisfaction, 
and fully support the continued growth 
of its Electro-Voice speaker business. 

Currently, Telex manufactures 
speaker systems at two plants: one in 
Austin, TX and one in Newport, TN. 
These operations will be consolidated 
into the Morrilton site to reduce inven¬ 
tories, overhead, shipping costs and 
cycle times, eliminate duplications in 
plant operations, and to improve Telex’s 
ability to react more quickly to changes 
in customer demand. 

At the same time, wired micro¬ 
phone products currently manufactured 

manufacturing capacities and a 
streamlined supply chain, while 
eliminating unnecessary duplica¬ 
tions and overhead. 

The Morrilton facility, scheduled 
to begin initial production in June 
2000, is expected to create approxi¬ 
mately 225 new jobs in the Morrilton 
area and will sufficiently support 
the company's forecast of doubling 
its speaker system production over 
the next three to five years. The 
facility will handle all aspects of 
speaker production, including cabi¬ 
net manufacturing, system assembly, 
and system testing. 

For more information, call Telex 
at 1-800-667-3968 or visit www. 
telex.com . 

Dick Swettenham of 
Helios: 1927-2000 

POD Pro features 32 amp models and 16 
cabinet models that can be used as is, or 
mixed and matched to create custom 
sounds. Thirty-six programmable chan¬ 
nels are provided for storage of custom 
amp/cabs along with 16 digital effect 
combinations including choruses, 
flangers, rotary speaker, delay, reverb, 
tremolo, and compressor. 

With 24-bit AES/EBU, S/PDIF 
digital out, word clock, 44.1/48 kHz 

David Was and Event 
Electronics at the Oscars 
Renowned producer/composer David 
Was recently served as orchestrator and 
band member for the 2000 Academy 
Awards Oscar" telecast. Along with this 
year’s musical directors, Burt Bacharach 
and Don Was, David composed and pro¬ 
duced the musical underscore for the 
montage packages that accompanied the 
nominations for major awards. He record¬ 
ed and mixed the music cues for the show 
exclusively on Event Electronics PS6 pow¬ 
ered monitors, which are reviewed in this 
magazine on page 116. existing 

use of 

Telex Establishes Brand New 
State-of-the-Art Production Facility 

integrated into other 
facilities to make better 
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CD Creation and PI 

Professional Equeliza 

Santa Monica CA 90404 800-5-ALESIS www.alesis.com H633 26th Street 
MasterLink is a trademark of Alesis Corporation. CIRCLE 4 ON FREE INFO CARD 

Use MasterLink's compression, 
limiting and normalization to 
optimize each song's dynamics. 

Fine-tune each song with 
MasterLink's 3-band, fully 
parametric EQ. 

Record your master to CD-R. MasterLink 
creates standard 16-bit/44.1kHz 
Red Book CDs as well as AIFF-compatible 
hi-res discs up to 24-bit/96kHz. 

Create 16 different 
playlists containing up 
to 99 songs each 
...with full control of 
song order, track gain, 
fades and more. 

Record your two-track mixes 
onto MasterLink's internal 
hard drive with your choice 
of digital resolution...from 
standard 16 bit/44.1kHz 
resolution all the way up to 
24-bit/96kHz. 

Alesis Corporation 

Combining hard disk recording, DSP and the 
world's most advanced CD-R format, MasterLink 
offers you an all-in-one system for creating 
polished, fully mastered CDs. And with its 
unique high-resolution capabilities, MasterLink 

deliver and archive 

The Revolutionary Way to 
Mix, Master and Make CDs 

ñ“¡DSP2:EQ OH 
U IEre=<3: 12.41kHz 

two-track mixes - up to 24-bit/96kHz - using 
convenient, inexpensive CD-Rs. 

The new MasterLink" ML-9600 high-resolution 
recorder is much more than just a mixdown 
deck or CD burner. It's a visionary product that 
will completely change your perspective on 
two-track audio, and redefine the way you 
master your mixes. 

makes it easy 

Fully compatible with standard CD 
and AIFF audio formats of today, 
it delivers the advanced digital . 
quality you'll be using in the JI 
years ahead. But why wait? J ‘ 
Visit your Alesis dealer 
today and join the 
MasterLink revolution. JbB 
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Kind of Loud Technologies Announces Dolby 
Digital and DTS Encoder Software for Pro Tools 
Kind of Loud Technologies has an¬ 
nounced the development of two 5.1 en¬ 
coder software packages for 
Digidesign’s Pro Tools — SmartCode 
Pro will be available in both Dolby Dig¬ 
ital and DTS versions. 

Kind of Loud Technologies pro¬ 
vides a complete suite of surround 
production tools that allow Pro Tools 
users to mix in 5.1 surround. SmartPan 
Pro is a panning plug-in that brings true 
discrete 5.1 surround panning to the Pro 
Tools platform. SmartCode Pro allows 
Pro Tools users to record, edit, and en¬ 
code their surround mixes completely 
within the Pro Tools environment. Un¬ 
til now, Pro Tools users have had to rely 
on costly dedicated hardware to encode 
their 5.1 mixes; to date there are few 
software encoders and none designed 
for Pro Tools. 

“Pro Tools users are known to be 
‘early adopters’ of new technologies 

and, not surprisingly, they have sought 
5.1 encoding/decoding software for 
some time,” says Suz Howells, VP mar¬ 
keting and sales for Kind of Loud. 
"With SmartCode Pro, Digidesign’s cus¬ 
tomers will have the technology to cre¬ 
ate and encode 5.1 mixes entirely with¬ 
in Pro Tools.” 

SmartCode Pro is an AudioSuite 
program that allows Pro Tools users to 
preview, in real time, 5.1 mixes created 

by the Pro Tools software and the 
SmartPan Pro plug-in; then encode 
and decode the mix to create a 6-chan-
nel surround master. SmartCode 
Pro/Dolby Digital ($995 MSRP) and 
SmartCode Pro/DTS ($1995 MSRP) are 
expected to ship Q3, 2000. 

Both products will be sold by Kind 
of Loud Technologies through its world¬ 
wide resellers network and via its Web 
site, www.kindonoud.com . 

Fabulous Thunderbirds 
Mixed to DVD-Audio 
Engineer/producer and EQ 
Forum moderator Ed Cherney 
recently remixed a live Fabulous 
Thunderbirds concert recorded 
to a Euphonix R-l disk-based 
digital multitrack with enhanced 
24-bit/96 kHz fidelity. Cherney 
worked at L.A.’s Soundproof Stu¬ 
dios with co-producer Kim Wil¬ 
son and executive producer Tom 
Consolo to prepare stereo and 
5.1-channel surround-sound 
mixes on the facility’s System 5 
high-performance digital con¬ 
sole. Assisting on the session 
was engineer Martin Kloiber. 

The all-digital material was 
tracked during the inaugural 
“One Night in L.A.” concert at 
The Complex, West Los Angeles, 
which was simultaneously 
streamed to the Internet in high-
definition audio and video. The 
February concert was also 
videotaped on HDTV for a DVD-
Video release with a 5.1-channel 
soundtrack. 

“We recorded not only the 
60-minute live Web broadcast,” 
says Cherney, “but also an addi¬ 
tional 40-minute concert in front 
of the invited audience. At 
Soundproof Studios, we used the 
Euphonix System 5 to make a 
number of all-digital stereo and 
5.1-channel mixes for a conven¬ 
tional CD in addition to a DTS-
encoded 5.1-channel CD and a 
DVD-Audio release.” 

All material from the two 
sessions was tracked and mas¬ 
tered to R-l at 96 kHz sample 
rate in full 24-bit enhanced 
resolution. 

"We did no overdubs,” he 
continues. “For safety, we 
recorded the various pre-concert 
rehearsals and run-throughs in 
24/96. That allowed us to per¬ 
form one or two minor touch-
ups, either using the R-l to 
transfer between hard drives in 
the digital domain, or with a 24-
bit Pro Tools workstation.” 

Earjam Inks Two Dot-Com Deals 
Earjam.com today announced a pair of partnerships 
that will involve both the company’s music player 
software and its Internet guide to online music. 

One alliance will link MP3.com’s Retail Music Ser¬ 
vice Program (MSP) to Earjam’s Internet Music Play¬ 
er (IMP) software. Set to launch May 1, MSP will deliver 
to subscribers music programming via the Internet. 
MP3.com said its service will cost up to 50 percent less 
than current business-to-business services that deliv¬ 
er programming on tapes, CDs, or over satellite. 

Separately, Earjam and Listen.com said they will 
create a co-branded site providing access to 
Listen.com’s guide to online music, featuring orig¬ 
inal reviews of more than 60,000 artists with legal¬ 
ly available music from 1,000 Web sites. 
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Getting the Right Gear Should 
Be Hassle-Free & Risk-Free. 

{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.zZounds.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 & 
Live Sound 

Drums, 
Percussion 
& World 
Instruments 

Keyboards, 
MIDI Gear 
& Software 

Guitars & 
Basses 

Books & 
Sheet Music 

Reviews, 
Buying Guides 
& Product News 

The Best Music 
Gear Auction 

MB 
You bring the passion. We’ll supply the rest. 
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PRODUCT 
VIEWS 

MODEL T 

S
hure has re-launched its VHF wireless 
T Series microphones, combining re¬ 
ceiver upgrades and a new design with 

an upgraded accessories package. The most 
significant update is the redesigned receiv¬ 
er, which now includes Shure’s Predictive 
Diversity technology. Four application-spe¬ 
cific systems comprise the T Series: the 
Vocal Artist ($380 for the BG3.1 non-diver-
sity, $560 for the SM58 diversity); the Gui¬ 
tarist ($260 for non-diversity, $370 for 
diversity); the Presenter and Headset systems 
(sharing pricing at $360 for non-diversity se¬ 
tups, $480 for diversity); and the Body Pack 
(listing for $320 non-diversity and $440 
diversity). Gall Shure at 847-866-2200 or vis¬ 
it www.shure.com . Circle EQ free lit. #116. 

TWIN WONDER 

Denon’s new DN-1800F dual CD player sports bright LEDs over each 
drive, Pitch Bend (±18 percent) which may be controlled via the jog wheel 
in addition to the standard dedicated buttons, and a ‘‘Plat’’ function that 

can be used to speed playback up to +40 percent when the jog wheel is turned clock¬ 
wise and slow it down to -50 percent when turned counter-clockwise. The machine 
also boasts a new “Cue Stutter” mode, which plays momentary audio as the Cue 
button is pressed down and then recues to the original point when released. In ad¬ 

dition to traditional analog outputs, digital S/PDIF outputs enable the dual CD play¬ 
er to be used for direct dubbing to a digital recorder (MD, DAT, CD-R, etc.) or for direct 

digital connection to an outboard processor or mixing.console. For more information, 
call Denon at 973-396-0810 or visit www.del.denon.com. Circle EQ free lit. #117. 

SMALL WONDERS 

K
RK has announced the introduction of two new additions to its V-Series line, and two additions to its S-Series subwoofer 
line. Responding to the needs of the professional recording community to develop a line of small monitors that are 
good enough to mix on, KRK has created the V4 mini monitor and S8 mini subwoofer. The V4 is a bi-amplified, two-

way monitor that uses a 4-inch coated woofer and a 1 -inch titanium dome tweeter. It includes an active crossover, which sends 
30 watts to the woofer and 15 watts to the tweeter. The S8 is a 100-watt powered subwoofer that includes an 8-inch coated pa¬ 
per woofer, variable crossover, two-channel XLR balanced inputs, and two-channel XLR line level outputs with fixed 80 Hz 
4th order highpass. Formore information, call KRK Systems at 714-373-4600 or visit www.krksys.com . Circle EQ free lit. #118. 

QUICK BURN 

M
icrotech Systems has enhanced throughput and cut handling time on its 
ImageAutomator CD-R production systems through a simplified user in¬ 
terface and the addition of asynchronous duplication mode of operation. 

Called ImageMaker EZ, the new software release accounts for as much as an 80 per¬ 
cent increase in production speed, depending on the number of drives in the 
system. Now each drive on a multi-drive Microtech system can start a duplication 
process independent of other drives, as opposed to batch mode or synchronous 
operation where a drive is loaded with a blank CD-R and waits until the rest of the 
drives are loaded before the job can begin. Users can also choose between CD-to-
CD copying, mastering an image to the hard drive for later copying, or making copies 
from a hard drive image. For more information, call Microtech Systems at 800-223-
3693 or visit www.microtech.com . Circle EQ free lit. #119. 
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just listen: 
Tel.: +65/542/9313 
Tel.: +1/425/672081« 
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The new EURORACK®'s 
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Make a quantum leap 

with BEHRINGERGls 

new EURORACK 's. 5 years 

of development have culminated 

in the bestand most "invisible 11 

microphone preamp we've ever built. 

Add space-age SMD technology, high-

end 4580 op-amps and double-flooded 

1 
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State-of-the-art mic preamps 

Super low-noise 4580 op-amps 

5 Hz - 100 kHz bandwidth 

Panasonic/Alps faders and pots 

Steel chassis, fiberglass PCB's 

Individually tested with System One 

Manufactured under IS09000 
mtHiethmanagement system 

Canada 
International 

Japan 
Singapore 

USA 

Tel.: +1/902/8602677 Fax: +1/902/8602078 
Tel.: +49/2154/920666 Fax: +49/2154/920665 
Tel.: +81/3/52822895 Fax: +81/3/52822896 

,_ & * ï * 
Introducing our new Invisible Mio Preamp 
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VIEWS 

Hidden amidst the overwhelming 
array of video displays at the recent 
National Association of 
Broadcasters (NAB) convention 
in Las Vegas, some notable audio 
products made their debut. Here are 
a few of the audio highlights. 

PURELY PROCESSING 

A
MEK unveiled its Pure Path range of rack-mounting signal processors at NAB 2000. Leading the range is the Chan-
nel-in-a-Box or CIB, essentially the input channel of the AMEK 90981 audio mixing console, combining microphone 
preamplifier, line input amplifier, high- and lowpass filters, four-band equalization, and a fully-featured compres¬ 

sor. DIB comprises eight separate line-in/line-out transformer-coupled line amplifiers. Completing the range is the Stem 
Compressor, a multichannel compressor/limiter designed for multi-stem mixing applications and which includes eight dig¬ 
itally controlled analog processors. For more information, call AMEK at 818-973-1618. Circle EQ free lit. #122. 

MONITOR IN YOUR PALM 
olby Laboratories debuted and demonstrated its new DM100 portable audio monitor at the 
show. The DM100 is a hand-held diagnostic tool for monitoring Dolby Digital, Dolby E, and 
PCM bitstreams. Through headphones, users can monitor individual channel pairs or a two-

channel down-mix of any multi-channel program, while the sum of the two channels can be mon¬ 
itored through a small built-in speaker. Test bitstreams are stored in internal non-volatile RAM, 
and can be changed in the field via software update. A pass-through mode allows modification 
of the input signal’s AES channel status bits before passing to the output connectors. For more 
information, call Dolby at 415-558-0200 or visit www.dolby.com . Circle EQ free lit. #120. 

MULTIPLE MULTICOLORED DIAPHRAGMS 

I
n a move that reinforces AKG Acoustic’s advancements in sound 
technology, the company launched its AKG CK77-WR microphone at NAB. 
Available in beige, white, and black, the microphone features two back-to-

back vertically aligned active diaphragms with one horizontal passive di¬ 
aphragm. The multiple diaphragms provide an increased surface area, 
which provides lower noise, greater dynamic range, a signifi¬ 
cant improvement in the rejection of cable noise, 
and resistance to perspiration and water. The 
dual-diaphragm transducer adds the signals cap¬ 
tured by the two diaphragms while canceling 
noise caused by clothes rubbing against 
the microphone. For more informa¬ 
tion, call AKG at 615-360-0499 or 
visit www.akg-acoustics.com. 
Circle EQ free lit. #121. 
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EMTEC Pro Media, Inc. (^) US 1-888-295-5551 Canada 1-800 817-4478 nr visit our web site at www.emtec-usa.com 

EMTEC Magnetics 

introduces a Formatted DTRS Master that saves you time and head wear. 
Now you can get the world's best-performing DTRS Master already formatted - saving you time in the studio and 

wear and tear on your DTRS recorder head. BASF's new Formatted DTRS Master lets you record to DTRS 

immediately, without having to format the master tape. 

PLUS, get all the benefits of a BASF DTRS Master tape that's designed for oil of the rigors of 

digital multitrack recording. 

consistently delivers lower error rates than any other major brand on the market; 

specially constructed ABS shell providing precision tracking, virtually eliminating dropouts 

caused by static or dirt-

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

Available in 44.1 kHz, 113-minute length only. Compatible with Tascam's DA 38, DA-88, DA-98 and Sony's PCM-800. 
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LIBRA LAS VEGAS 

A
 MS Neve launched the Libra Live 
Series II digital broadcast console at 
this year’s NAB Convention in Las 

Vegas. Designed for versatile operation in a 
broadcast production environment, it provides 
the advantages of digital control and a digital 
signal path with ease of use of a convention¬ 
al analog console. Features of the Libra Live 11 
include: mix-minus, GPI, and other broadcast¬ 
specific facilities, full processing in every 
channel, rapid recovery control system, mul¬ 
ti-format surround sound options, 24-bit 
analog and digital interfacing, and suitability 
for live and multitrack production in the stu¬ 
dio or OB truck. For more information, call 
AMS Neve at 44/128-245-711 or visit 
www.ams-neve.com . Circle EQ free lit. #123. 

PORTADISC & THE FAT MAN 

N
AB 2000 also saw the launch of the HUB Portadisc portable 
MiniDisc recorder, and the Radius 3 “Fat Man” stereo tube 
compressor. The Portadisc adds a full complement of pro¬ 

fessional features including balanced XLR microphone inputs with 
switchable 48V phantom power and limiter, and a USB port. The new 
Radius “Fat Man” makes it easy to add real tube warmth while track¬ 

ing or mixing by serving up 15 preset compression programs. Presets 
include settings for vocals, keyboards, bass, acoustic and electric guitars, snare, 

kick and kit drums, plus pop, rock, and dance mixes. For more information, call HHB 
at 310-319-3111 or visit www.hhb.co.uk.com . Circle EQ free lit. #124. 

NAB 
VIEWS 

Ever Heard Natural Mic Sounds? 

MSS-10 Mic Preamp 

Hint: No, you haven’t. 
Compare the best discrete or tube preamps to an 
MSS-10 and you’ll discover that they still color the 
sound. All other discrete and tube preamps obscure 
spine-tingling details that the artist created and the 
mic captured, but you never heard. 
The MSS-10 goes beyond Discrete or Tube sound. 

The Natural sound of an MSS-10 puts it in a new 
category all by itself. Critics and legendary engineers 
are saying that the MSS-10 is something special, but 
the opinion we’re most interested in is yours. 

You can get a free report about the MSS-10 and 
Natural sound by phoning or visiting our website. 
Then experience Natural sound for yourself with an 
MSS-10, the Natural mic preamp. 

“From now on, whenever I record, I’ll be using the 
MSS-10s. I would love to have a ton of them.” 

-Al Schmitt 
CIRCLE 63 ON FREE INFO CARD 

1151W Valley Blvd, Alhambra CA USA 91803-2493 (800) 582-3555 or *1 (626) 281-3555 
Fax +1 (626) 284-3092 www.martinsound.com/nsa.htm 
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I Interchangeable media. 24-bit accuracy. This is the future of digital recording. 
MACKIE 

HOCKS I «XMJTS MCCXX. 
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3 At 48kHz sample rate. 

our typical 
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RECORDER 

tangle of call-out lines and captions until we realized that the darned thing is 

so intuitive and analog-like (analog-esque?) that it pretty much explains itself. 

to lay out big 
bucks for a 
full-blown 
workstation. 
Mackie’s 

*Tony the Transhipper's Extra Special 

Price with Bolivian Warranty 

FIGURING 
THE TRUE 
COST OF A 
HARD DISK 

LOCate I &2 buttons select 

cue or loop points. 

I LOOP 1-2 selects loop 

I start and end. 

RECord SAFE prohibits -

track arming. 

acá » ã I 
laaaa* 

ALL INPUT arms all tracks. — 

AUTO INPUT—On monitors — 

playback in Play, and Input in 

Record/StopTF/REW for armed 

tracks. Off monitors input for 

armed tracks. 

External/internal clock 

indicators. 

- LCD display shows hr : min 

: sec : frames or bars : 

beats : ticks : fleas 

24x4 LCD display shows 

operation information, 

prompts and selections 

options via paging buttons. 

SELECT buttons correspond 

to options on the screen 

above them. 

+ and - (up and down) 

buttons scroll through 

parameter options. 

Good ’ole familiar analog¬ 

type transport controls. 

DELETE LAST. 

TIME CODE chase, j 

AUTO TAKE. 

It ships with what we think is the most 
functional, and best-looking software inter¬ 
face in the pro audio industry. Software so 
easy to use that HDR24/96 beta testers tell us 
they don’t even have to “crack the manual 

Multiple HDR24/96s can be linked with 
sample accuracy. 

Ils built-in IDOkB/sec Ethernet “HDR 
Bridge” lets you send files to any com¬ 
puter desktop al blazing speed. 

And you have your choice of two 
remotes: our compact “engineer in a box” 
Remote 24, or the mondo Remote 48 PRO 
that runs two HDR24/96s at a time (and 
impresses the heck out of clients). 

In short, the HDR24/96 can turn any 
console, from an analog 24*8 to a Digital 
8*Bus, into a serious hit factory. 

And, equally as important, it comes 
with Mackie’s proven track-record for 
bullet-proof reliability and superb 
customer support. 

disks and the outside world at near realtime 
speed (lOOkBs/second). 

The cost of digital editing. Our 
hard disk recorder is a lot more than just 
a box that records. It’s your gateway to 
creative non-linear editing without having 

The HDR24/96 works great with 
mixers as small as our analog 24*8. 
But, as you might imagine, it really 
comes into its own when you sync it 

with a Mackie Digital 8*Bus. From the 
D8B you can arm recorder tracks, oper¬ 

ate the transport, select 
cue points and move 
scrub back and forth 

with that big jog 
shuttle wheel. 

As with cars, the base cost of a hard 
disk recorder represents a starting point for 
comparison. 

But it doesn’t reflect two critical pieces of 
information: 1 ) what you’re going to really 
pay to get it up and working in your studio 
and; 2) the long term cost of ownership. 

Consider these factors when pricing hard 
disk systems... 

!/□ cards. You’re going to need three 
8-channel I/O cards to interface a hard disk 
recorder with yòur analog or digital console. 
Mackie’s full line of I/O cards starts at just 
$99 each. 

Media recording capacity. The 
HDR24/96 ships with over NINETY MINUTES 
of24-chamiel recording capacity. This is a 
major consideration; some recorders ship 
with as little as 45 minutes of recording 
media. 

Compatibility and connectivity. 
Our recorder’s built-in Ethernet “HDR 
Bridge” lets you FTP data from the recorder 
to your computer's desktop, existing SCSI 

SYNC selects sync flavor (internal, word clock etc ). 

'-DIGI I/O configures I/O cards. 

SYSTEM is the ziliion-and-one-options button 

for accessing preferences and system setup details. 

HDR24/96 is an integrated system that 
requires as little as $300 worth of standard 
PC peripherals to become a $10,000 work¬ 
station. Some recorders require adding a 
complete new computer system (with the 
interfacing issues that inevitably result). 

Long term cost of ownership. 
What’s it going to cost to run the recorder 
through project after project? Mackie’s 
M»60 media are significantly less expensive 
than our coiupelilion’s external SCSI pull¬ 
out disks. And they eliminate the need for 
extra backup devices like Jaz or M/O drives. 

Do your homework. Then decide. 
We think you’ll see that, as usual, Mackie 
offers the best combination of value and per¬ 
formance. Experience the HDR24/96 at a 
Mackie dealer soon. 

Right out of the box, you can start using 
the HDR24/96 just by hitting REC + PLAY. 

You can instantly punch-in as many as 
24 tracks at once without the momentary 
delay that plagues many computer-based 
recording systems. 

You can turn it into a fullblown digital 
audio workstation just by plugging in a mon¬ 
itor, keyboard and mouse. 

You can use it with any mixer, not just 
with the Digital 8*Bus. 

It uses media so affordable that you can 
keep one around for each project and treat 
’em just like tapes'. And so rugged that 
they can withstand heavy impacts that would 
doom a creampuff SCSI drive. 

The HDR24/96 syncs with video, SMPTE 
and MIDI so you can quickly integrate it with 
existing post production workstations. 

It’s sonically impeccable with 144dB 
dynamic range2,0.00001% THD and 2Hz to 
22kHz response ±0.5dB3. 

* Le, leave stacks of them out of their cases to gather dust, 

carry them around in a backpack, use them as doorstops, etc. 

2 Internal processor measurement MSRPs, 
ESPs and 
TtTESPs*. 

'—Drive bay for Mackie Media ' 

¡— (inside) Internal hard drive 

with recording time equiva¬ 

lent to M*60 Mackie Media. 

STORE saves commands.-I 

3,5" disk, bay imports -

tempo maps & upgrades. 

HOJK Mwuttt 
nn•nn• uu•uu-

CUT j ‘ COPY j-/ PASTE I j loo*uo / . -
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We were gonna encrust the HDR24/S6's on screen TOOL panel with SASO ' OU UU I > ¿9^ 

TRACK selects options 
for slide and nudge, etc. 

PROJECT saves and loads 

project information. 

DISK UTIL & BACKUP — 

control disk operations. 

It makes beautiful music with the Digital 
8bBus, too. 

DIGITAL I/O 

CARD CARD CARD SAMPLE . 
1-8 9-16 17-24 RATE 

J— 
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Mackie's new standalone 
24-track digital hard disk recorder 

with affordable pull-out media. 

MflCKIE HDR 24/96 »tvo «»«»n neconoER'r dkor 

DIGITAL I/O 

CARD CARD CARD SAMPLE 

Get your hands on one 

and track some hits 

Use it with any analog or digital mixer. 
Record more than 90 minutes on each 
MaGD pull-out cartridge. 

Optional Remote 24 

1 

2 

Mackie M»60 digital media take advantage 
of a major hard disk technology break¬ 
through called Ultra-DMA. So fast and reli¬ 
able that they’re used in streaming video 
servers and Apple Macintosh® G4, Ultra¬ 
DMA drives are significantly less expensive 

The HDR24/96 redefines hard disk 
recording by combining Mackie value and 
, ergonomics with a ton of hot features: 

• Intuitive analog recorder interface 

• Built in internal hard disk plus external 
pull-out M»60 cartridge bay 

• 24 tracks with 192 virtual tracks 

• 24-bits -44.1 & 48 kHz sample rates* 

• Large and small remotes available 

• Sample-accurate sync lets you slave 
unlimited numbers of HDR24/96s 
together for gazillion-track recording 

• Analog, ADAT'W, TDIF and AES/EBU I/O 
via 8-channel mix-and-match cards 

• Built-in sync to all flavors of SMPTE, 
NTSC & PAL video black burst, MIDI or 
internal work clock 

• lOOBaseT Ethernet port standard 

• plus 96 kHz via software & I/O card upgrade 

than SCSI drives. They 
can withstand impacts 
of up to lOOGs without y 
damage. Mackie Media ^>5 
are available from any 
dealer who carries the HDR24/96. 
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editing. Simply add a wavefarm 
AIO»8 

14 

keyboard and mouse! monitor. 

HDR24/58 SPECIFICATIONS I/O cards (WM ADAT optical 

24-bit, 128X oversampling -90dBu 

■ 
SVGA out 

Weight of Corporate Chihuahua 3.5lb/1.6 kg 

3 i . •«. 

00 MMiniÉF1
:C® 

SBUOO
■a I 

24x waveform display with meter bridge 2x waveform display with Tool bar selected. 

TRS to DB8 cable 

; à » « 

MIDI port (no extra 

j black box needed). 

'—lOOBaseT Ethernet 

"HDR Bridge" out. 

— Accessory card slot. 

Mark a track segment and name it 

as a Region (continuous segment) or 

Super Region (non-adjacent parts of a 

track). Then cut. copy and paste these 

segments anywhere... onto blank tracks 

or right into the middle of an existing 

track (the part after the insert just 

‘‘slides"down to make room). 

Quantization 

Sample rates 

Internal CPU F = 
F ’ 

<90 minutes5

<90 minutes5

9.5 millisecond 

295 megabits/sec. 

Mouse 

Keyboard 

Video 

MIDI Each HDR24^6 track "expands into eight virtual tracks. 

Record multiple takes and then comp them into a perfect 

final. Virtual tracks can also be converted into completely 

new tracks or divided up into Regions and distributed into 

existing ones. 

Pelete 
Move Region 
Move Region 
Move Regions 
Move Region 
Move Region
Move Region 
Move Region 
Move Region 
Move Region 
Pelete 
Delete 
Move Region 
Cut 
Cut 
Delete 
Move Region 
Delete 
Move Region 
Move Region 

Move Region 
Size Fadeln 
Size Region 
Delete 
Delete 
Move Region 
Move Region 
Move Region 
Move Region 
Move Region 
Move Region 
Move Region 
Move Region 
Move Region 
Move Region 

Nondestructive drag-and-drop cross-

fades, fade-ins and fade-outs with your 

choice of nine different styles. 

beats the oxide off of having to deal with 
three separate tape cassettes. 

snap your 
edits, moves 
and inserts 
precisely to 
these points. 

Time Bar 
with user-
defined 
resolution 

points instantly, capture a region and turn it into another 
track, or replace multiple regions with a new one. They 
can he cross-faded, grouped, sliced and diced. 

Unlimited cue points with looping and aulo-
punch-in mode. Cue points are visible on screen 
or can be accessed from the sidelist that 
includes History, Groups and Regions. 

SVGA video output I 
Accessory card slot. 

Sync ports for Word 

i Clock. SMPTE, NTSC 

■ and PAI. video black 
burst 

History display 

shows every edit¬ 

ing and recording 

activity from the 

time you turn on 

the HDR24/9E. 
Unlimited levels of 

undo mean you 

can experiment to 

your heart ’s con¬ 

tent. 

Until now, whatever you recorded on 
a hard disk recorder or workstation was 
usually stuck inside. Storing, transporting 
or just changing projects meant a tedious 
transfer to Jaz’ or magneto-optical disk. 

With the HDR24/96 you simply pop in 
a Mackie Media M*60 cartridge and Start 
recording. When you change projects, just 
change cartridges and put the first one 
back in its case and back on the shelf (or 
record to the internal drive and use the 
pull-out for ultra-fast back-up). 

Convenient pull-out 24 track media also 

(sample,’A frame, msec, second, BBT); 
Punch, Loop, Cue and Tempo Change mark¬ 
ers; Snap function; Zoom arrows; Locate; 
Punch In/Out, AutoPunch, Open End, Pre¬ 
Loop and Post-Loop functions. 

Okay, we’ll stop with the jargon. You get 
the idea. The HDR24/96 is a serious digital 
workstation disguised as a mild-mannered 
hard disk recorder. With a rich, but non-
garish visual interface that you won’t mind 
staring at for hours on end. 

You don’t need an extra computer. You 
don’t need to spend inegabucks. Visit 

your Mackie dealer for a demon¬ 
stration of how the HDR24/96 can 
boost your creativity. 

www.mackie.com ■ in the U.S., toll-free 800.898.3211 

UK +44.1268.571212 email: mackie.uk@rcf-uk.com 
Germany +49.2572.96042.0 email: info@mackie.de 

France +03.85.46.91.60 email: rcf.commercial@wanadoo.fr 
Italy *39.0522.354111 email: mackieitaly@rcf.it 

7"/178 mm(4RU) 

19'7483 mm 

13 25"/337 mm 

HBBBBi 

Adjacent channel crosstalk3

Digital 

having to tie up 
your computer. 
Built right into 
the HDR24/96 
are all the fea¬ 
tures you need 
for music pro 
duction includ¬ 

ing... 
Regions 

and Super 
Regions. You 
can audition or 
modify their 
start and end 

One HDR24/SC 
replaces THREE 

tape-based 8-track 
digital recorders. 

Editing aside, the HDR24/96’s detailed 
SVGA display is a fantastic tool in itself. 
It duplicates every front panel control and 
features true scrolling tracks that you can 
view in groups of 24,12,8,4 or 2. Trans¬ 
port section includes Rehearse, AutoPlay 
from locate recall, Scrub. Shuttle at 2x to 
8x and ’/2 to 'A speed, All Input, Repro, 
Input and All Safe modes. Toggling meter 
bridge display shows 24 tracks with peak 
hold and dBf/dBu options. 

TYPICAL ANALOG CONSOLE HOOK-UP 
TO HDR24/K VIA AID-8 I/O CARDS 

Sends to recorder can be patched from console 

bus outs or from channel direct outs (ify ou have 

a 24*4 or 32*4, you have at least 24 of them). 

Returns are patched to channel line inputs. 
Keyboard, monitor and mouse are not retpiired 

8» 

&2000AH Rights Reserved, Mackie 

Designs IM. "Mackie " and the "Run¬ 

ning Man " figure are registered trade¬ 

marks of Mackie Designs Inc. D8B is 

d trademark of Mackie Designs ¡nc. 

All other trademarks are property Of 

their respective companies. All fea¬ 

tures and sped Mations are subject 

to change without notice. Printed in 

USA. All clients are liable to change 

anything you do right after you think 

you’re done. 

AIO+8 A/D Converters 

Physical 
Height 

Width 

Depth 

Electrical 

TYPICAL DIGITAL CONSOLE HOOK-UP 
TD HDR24/K VIA DPT-8 I/O CARDS 

OPT*8 cards have ADAToptical inputs and out¬ 

puts. DKM cards (ADAT optical & TDIF with 

Ki-to-24-bit conversion and format conversion) 
orPDI'O (AES/EBU with sample rate converter) 

may also be used in any combination. 

64 Mb PC66 SDRAM 

100kB/sec. 

L JE llllllll 

11 

' With 24-bit digital I/O ” qg any sample nM'; 8 OdBu 

at ! kHz; 4 96 kHz via software upgrade and 96 kHz MO 

card, 8 24 tracks at 48kHz sample rate, your actual time 

will vary with number of virtual tracks and amount of 

non linear editing; ® same for internal and external M*60 

media; 7 ()PT*8, DK)*8 and PD1*8 I/O cards;" 8 AKM 

analog I/O card 

4 RU configuration. 

Ultra-quiet cooling fan. 

3-slot card cage for any - 1 
combination of AKM, 

DKM, PDM and new OPT*8 

24 bit ADAT optical I/O 

Remote 24 or 

Remote 48 PRO input. ' I 
duck for punch -in/punch- J 
out foot switch. 

Mouse and keyboard port — 

take standard PC peripherals. 

24-bit 

44,1 kHz/48kHz/96 kHz’ 

433 MHz intel”Celeron*»/ 
128k internal 12 cache memory 

ATI* Rage 1" Pro AGP w/8Mb RAM 
1024x758 pixels, 72Hz refresh rate 

Track grouping. Lock 
related tracks (such as 
drum or background 
vocals) together and 
manipulate 
them as one 
track. 

Quan¬ 
tization. 
Define a time 
line and then 

PS/2 style, 6-pin mini-DlN 

IBM ft,-stylc, 5-pin DIN 

SVGA High density 15-pin D-Sub 

MIDI IN/MIDI OUT, 15-pin D-Sub 

«àmu *uo,o h«„ O1SK
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|oc_o i æ 03 I 
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The unspeakably cool part of hard disk 
recording is being able to manipulate tracks. Slide, chop, 
group and cross fade them. Copy the chorus. Tweak the 
verse. And then go back and do it all again...because 
every action is nondestructive and you have 999 levels of 
“undo.” You’ll find that your creativity and productivity are 
boosted by a factor of ten. 

Gone are the days of sweating over on-the-fly punch-ins 
and punch-outs that you have to live with once they’re 
made. Now you can zoom right in to the waveform level, 
scrub back and forth and find the exact point you want for 
the punch-in or edit. 

This level of precision used to mean spending $10,000+ 
on a computer-based workstation (or $50,000+ on a 
dedicated system). Now you can have it without even 

DIO»8 <4047opi/ca/& TDIF'“ 
PDI+8 Digital AF.S/F.RI1 

AIO*8 Analog 

Nominal/Maximumdigital input7 -18dB/s/0dB/s 

Nominal / Maximum analog input” +4dBu / +22dBu 

Free $10,000 bonus: 
I 

The HDR24/SG is also a digital 
audio workstation with 

DISITHL IzQ 

C*° Cm 
15 1' 24 

Internal RAM 

Ethernet throughput 

Hard Disk 
Internal Capacity 

Mackie M»60 Media Capacity 

Hard disk seek time6

Hard disk throughput6

l/D 

rm n i ■ n j □ i 
UM • U I • M • L 1 

Electronic1
Frequency response2 2 Hz to 22 kHz±0.5dB 

Harmonic distortion 0.00001% 

Dynamic range 144dB digital / 106dB analog 

B æ.co ss g I 
antnoca — 

TRS to DB8 cable ■ TRS to DB8 cable 

I 1' I 
nan a a -

Operating voltage 

Power consumption 

Optional 

120V / 240V /100 V, 50/60 Hz 

50W 

Remotes Remote 24, Remote 48 PRO 

Future 96 kHz I/O, accessory cards 

Irrelevant 
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LOOK FIRST 

MOTU1296 Audio Interface 
Bring 12 channels of 
high-resolution audio 

into your Mac or 
Windows workstation 

BY STEVE LA CERRA 

The latest entry into Mark of the Unicorn’s 
(MOTU) growing line of audio 
interfaces designed for hard disk record¬ 
ing is the 1296. As you might guess from 
its name, the 1296 is a 12-channel audio 
workstation I/O capable of recording au¬ 
dio at 44.1, 48, 88.2, or 96 kHz sampling 
rates, with resolution of 16,20, or 24 bits. 
MOTU has designed the 1296 for sample-
accurate, 24-bit multichannel recording 
with a variety of audio software on both 
the Mac OS and Windows 95/98 through 
use of ASIO-2 drivers. MOTU has also 
engineered the 1296 to integrate seam¬ 
lessly into its current product line. In 
addition to using the same PCI-324 card 
as MOTU’s 24i, 2408, 308, and 1224 for 
connection to the host CPU, the 1296 can 
be mixed and matched with any of these 
interfaces. Up to three devices of any 
combination may be used on a single PCI-
324 card; a single-card system with three 
1296’s would support a total of 36 analog 

inputs and 36 analog outputs, plus three 
AES/EBU digital I/Os. 

Front-panel features of the 1296 in¬ 
clude 19-segment LED meters for each of 
the input and output channels, clock 
status LEDs, and a power switch. Inter¬ 
estingly, MOTU has built all of their au¬ 
dio interfaces to be hot-swappable, so 
you can turn off a 1296 (or any of the oth¬ 
er interfaces), disconnect it, connect a dif¬ 
ferent MOTU interface to the same PCI-
324 interface, and power up the new 
interface without needing to shutdown 
and restart the computer. On the rear of 
the 1296’s two-rackspace chassis are 24 
XLR connectors (12 male, 12 female) for 
the 96 kHz/24-bit, +4 analog I/O. 
Dynamic range is claimed to be 117 dB 
(A-weighted) on the analog inputs and 
116 dB on the outputs. To ensure that the 
1296’s internal power supply does not 
cause interference with the audio I/O or 
produce distracting acoustic hum, MOTU 
has employed low-noise R/CORE trans¬ 
formers in the 1296’s power supply. 

AES/EBU digital I/O is on XLR con¬ 
nectors, while word clock input and 
output connectors are provided on 
BNC jacks; the 1296 can slave to exter¬ 
nal clock or serve as a master to other 
devices. A third, independent word 
clock connector drives clock data to the 
AES/EBU I/O, allowing this input to 
slave to a sample rate different from the 
sample rate at which the 1296 is record¬ 
ing. As a result, the 1296 can record at 

96 kHz while using digital signals of a 
different sample rate as part of the 
recording. For example, let’s say you 
were recording a snare drum using the 
96 kHz rate. You could simultaneously 
record the 48 kHz digital output from a 
reverb unit, mix it in with the snare, and 
record the resulting audio at 96 kHz. 

The rear panel also includes 
MOTU’s proprietary Audio Wire digital 
input/output interface. Introduced with 
MOTU’s 2408 (the first audio interface in 
the line), Audio Wire links any MOTU 
interface with the PCI-324 card. Audio 
Wire is capable of simultaneously car¬ 
rying 24 channels of 48 kHz/24-bit audio 
input and output, or 12 channels of 96 
kHz/24-bit audio in and out. MOTU’s 
various interfaces all connect to the PCI-
324 using the same type of cable. The 
1296’s software driver provides 
adjustable buffer memory and MOTU’s 
Cue Mix feature, which (the company 
claims) provides the lowest host-based 
latency available with any software. 

The 1296 (and all MOTU audio 
interfaces) is compatible with both Mac 
OS and Windows. Macintosh system re¬ 
quirements are any 604-based processor 
or faster (G3 recommended), 64 MB 
RAM minimum (128 MB recommend¬ 
ed), Mac OS 7.6.1 or later, and a 9 GB 
hard drive. Requirements for use with 
Windows are a 200 MHz Pentium CPU or 
faster (Pentium II preferred), 64 MB RAM 

continued on page 128 
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oemeek set the standards. From 

the early "vintage" designs 

by the master himself, to the latest 

Class A analog circuitry. 

Joe meek sets the standard for 

quality and value. No other 

stereo compressor can match the 

Color Does Matter! 
silky smooth colored sound of 

the Joemeek stereo compressors, 

when layingyour tracks down 

or going to two track mixdown. 

So while other stereo compressors 

claim to reproduce the warm 

colored Joemeek vintage sound 

you're looking for, wouldn't 

you rather own one that does! 
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FIRST LOOK 

Propellerheads Reason 
Turn your computer 
into a self-contained 
synth-based studio 

BY STEVE LA CERRA 

Studio-in-a-box? Well, not exactly, but Rea¬ 
son from Propellerheads could be looked 
upon as a studio-on-a-CD-ROM. The most 
recent offering from the company that 
brought us ReBirth and ReCycle!, Reason is 
best described as an expandable, software-
based MIDI studio, the limitation of which 
is defined only by the amount of horsepower 
in your computer. Reason includes a variety 
of audio “devices,” including a 14-channel 
mixer with four sends, the Subtractor (an 
analog synthesizer), a MIDI note-to-gate 
converter, the NN19 digital sampler, the Re¬ 
Drum drum machine, a ReCycle!-based loop 
player, a sequencer, and a plethora of effect 
units such as digital delay (which syncs to 
MIDI clock), reverb, parametric equalizer, 
compressor/limiter, chorus/flanger, enve¬ 
lope-controlled filter, and phaser. Multiples 
of any of these “devices” may be created, and 
you can mix and match devices based on the 
needs of a specific project. 

A studio rack is built within Reason on¬ 
screen using the “Create” menu, from 
which you choose the devices you need. 
When you choose to create a device, the unit 
appears in your rack, patched into the sig¬ 
nal chain and ready for use (every rack in¬ 
cludes a transport control unit at the bot¬ 
tom). CPU processing power may be utilized 
however you see fit. If a particular session 
calls for three analog synths and two sam¬ 
plers, you simply create your rack with those 
units. Each unit has front-panel controls 
much like you’d find on a hardware unit (ad¬ 
justable via mouse). All parameters of a stu¬ 
dio rack system may be saved, enabling true 
"total recall" of session data. Reason marks 
the debut of the ReFill file format, which can 
contain all the data (synth patches, samples, 
sampler setups, drum kits, etc.) needed to 
set up the program for a specific purpose or 
music style. 

Perhaps the coolest feature of Reason 
is that, if you don't like the audio routing of 
the system (or if you just want to experi¬ 
ment) , a press of the Tab key will flip the rack 

over, providing you with a view of the back 
of the rack. Inputs and outputs are dis¬ 
played, as well as CV and gate connections 
for each device. Complicated signal routing 
and cross-patching is accomplished by sim¬ 
ply drawing a patch between the output of 
one machine and the input of another. 

One possible application for Reason 
would be to turn your computer into a self-
contained, synth-based studio. The Reason 
sequencer features graphic, event-level 
editing tracks specifically designed for 
each Reason device. For instance, the 
drum machine editor has a separate edit 
area for pattern changes, while an audio file 
player has a waveform edit display. If you 
don’t particularly like the default setup, you 
can customize an editing window. 

Reason may be used together with 
ReWire, allowing it to be patched and 
synced with a digital audio sequencing pro¬ 
gram (Steinberg Cubase VST, Emagic Log¬ 
ic Audio, and Opcode StudioVision all sup¬ 
port ReWire; MOTU’s Digital Performer will 
have support for ReWire in the soon-to-be-
released version 2.7). As an example, when 
used with Cubase, instruments from Rea¬ 
son are automatically routed to the Cubase 
VST mixer and may be processed using VST 
plug-ins. The output of Reason instruments 
may also be mixed with other Cubase tracks 
and recorded to hard disk. 

Subtractor can be automated, and any mo¬ 
tion maybe recorded into the sequencer. 

No additional hardware is required to 
run Reason because the computer’s CPU 
generates all of the audio produced by the 
program. But since Reason includes ASIO, 
MME, DirectX, and SoundManager support, 
a wide variety of sound cards may also be 
used with it. Reason is available for both the 
Mac and PC platforms, and has the ability 
to export AIFF and WAV format audio files. 

SYSTEM REQUIREMENTS 
Mac: 604/166 MHz or faster, 64 MB RAM, 
CD-ROM drive, Mac OS 8.6 or later, a MIDI 
interface and keyboard, and OMS 2.2 or lat¬ 
er (included). 
PC: Pentium 11/233 MHz or faster, 64 MB 
RAM, CD-ROM drive, Windows98, NT4.0 
or 2000,16-bit Windows-compatible sound 
card (preferably with DirectX or ASIO dri¬ 
ver), DirectX (included), and a MIDI inter¬ 
face and keyboard. 

Reason is expected to ship this summer 
atan MSRP of $399. For more details, 
contact Steinberg North America at 
(tel) 818-678-5100, (fax) 818-678-
5199, or www.us.steinberg. net. You 
can also visit the Propellerheads Web 
site at wu’U’.propellerheads.se. 

Since the Sub¬ 
tractor synthesizer is 
fully MIDI-compatible, 
Reason can also be 
used as a virtual synth 
rack in conjunction 
with your MIDI se¬ 
quencing software. 
Subtractor is a 32-
voice-polyphonic, ana¬ 
log synthesizer that 
performs subtractive 
synthesis, and includes 
the features you’d ex¬ 
pect to find on an ana¬ 
log hardware synth 
such as multi-mode 
and low-pass filtering, 
amplitude and filter 
envelopes, pitch bend 
and modulation 
wheels, portamento, 
and variable-waveform 
oscillators. All knobs, 
buttons, and sliders in 
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hr We For Your Ears.., 
Headphones are critical to the success 
of your recording project. Years of creative 
effort, thousands of dollars in studio time 
or equipment, and the future of your 
professional music career depends upon 
the stereo mix that you hear prior to 
mastering. 

beyerdynamic headphones are the ultimate 
audio tool crucial to completing your project. 
Offering exceptional value at every price 
point, beyerdynamic's sealed headphones 
are characterized by: 

✓ Superb stereo imaging and unsurpassed 
depth of field. 

✓ Crystal clear sound reproduction. 
✓ Extended frequency response to capture 

every nuance of your production. 
✓ Extraordinary comfort without ear 

fatigue for long sessions 
✓ Durability for long term use 
✓ Field serviceable replacement parts 

DT 770 Pro: Diffuse field equalization, neodymium 
drivers, excellent isolation, and comfortable to wear, 
this headphone is the finest studio headphone available 
anywhere. 

DT 831: Advanced design and materials create 
the broadest frequency response available in the 
market (5 - 35,000 Hz). Equalized for critical 
listening of digital recordings. 

DT 250: Ruler flat frequency response, circumaural 
ear cups, and a replaceable cable are hallmarks of 
this production and professional field recording 
headphone 

DT 231: Designed for the home studio market, 
the DT 231 represents exceptional value in a sealed 
headphone design. 

For nearly three generations, beyerdynamic has been a leader in high performance studio reference monitor headphones. 
We invented the headphone. Today, we continue to make the world's finest headphones. Improve your music. Demo our 
headphones at a beyerdynamic Professional Audio Dealer near you. 

for information in the United States 
1.800.293 4463 
e-mail: safesUSA@beyerdynamic.com 
www. bey erdynamic.c om 

for information, in Canada 
1.888 567.5940 
e-mail:saIesCANADA@beyerdynairiic.com 

beyerdynamic... ™ 

beyerdynamic))]) 
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ROOM WITH A VU 

City Slicker 
Analog and digital live 
harmoniously in this 
NYC project studio 

STUDIO NAME: ( :ity Sound Productions 
STUDIO LOCATION: New York, NY 
KEY CREW: Bob Kirschner (owner, producer, 
and engineer) is a keyboard player, a com¬ 
poser, and a graduate of the Recording 
Technology program at New York Univer¬ 
sity. He has worked with Yoko Ono, Bill 
Laswell, Jamaideen Tacuma, Vernon Reid, 
Garland Jeffreys, and Maxi Priest, as well as 
other independent artists and producers. 
City Sound staff: Keith Humiston, studio 
manager; Corey Folta, engineer; William 
Bowen, second engineer 
CREDITS: Deborah Harry (vocals for a sound¬ 
track song for Three Businessmen), Def 
Squad sessions for producers Erick Sermon 
and Rockwaller (tracking for artists Angie 
Stone and Phendi Moore, respectively), 
Sony PlayStation game Um Jammer Lam-
my, LouKass (mixing live album), Kid Cre¬ 
ole and The Coconuts (tracking and mixing 
for a recent release), production for local 
pop acts Blush66 and Ultralust, tracking and 
mixing for composer Mark Bennetts’s 
pieces at Lincoln Center and Public Theater, 
mix-to-picture for independent filmmakers 
Reality Productions, Al Santana Productions, 
and Aubin Pictures 
MIXING CONSOLE: Soundtracs Megas Studio (70 
inputs with MIDI mute automation) 
MONITORS: Tannoy DMT 15, Genelec 1031A, 
Yamaha NS- 10M, Auratone PSC 
AMPLIFIERS: I lot House M500HV [2], Yamaha 
P2250, Ashly FET1000M 
RECORDERS: Otari MTR90 II, Pro Tools Mix 
Plus ( 18 GB of storage, 64 tracks, 32 channels 
ofDigidesign 8881/0), Alesis ADAT [4] plus 
BRC controller and AI-1 interface, TASCAM: 
DA-88 with SY-88 sync card, 122 Mk III cas¬ 
sette deck [2] ; Studer Revox PR99 ( 1 /4-inch 
2-track), Yamaha CDE100 CD-R 
DAT RECORDERS: Panasonic SV3700 [2], Fostex 
D20 (timecode DAT) 
OUTBOARD: I'ubeTech LCA-2B (stereo tube 
compressor), Summit TLA-100A (tube lim¬ 
iter), UREI: 1176LN (blackface, two), 565 fil¬ 
ter set; Aphex Expressor [2], BSS DPR-402, 
dbx: 160 VU [2], 160XT; Summit PEQ-200 
(stereo tube EQ), API: 550b [2], 550A [2], 560b 
[2]; Rane SP-15 EQ [2], Aphex 612 gate, 

Gatex4-channel gate, SPLVitalizer, Orban 
536A de-esser 
EFFECTS: Lexicon: PCM70 [2], 200, PCM42; 
Eventide: H3000SE, H910, Instant Flanger, 
Instant Phaser; TC Electronic: TC2290, 
1210 Spatial Expander; Ibanez SDR1000+, 
Roland RE-201 Space Echo, Alesis 
Quadraverb, Korg SDD-2000 
MICROPHONES: Neumann: U67 [2], U87 [2]; 
AKG: C414, D112; B&K4007 [2], Sennheis¬ 
er: MKH405 [2], MD421 [4], MD441; Shure: 
SM57, SM58; Electro-Voice RE20, RE50; 
Crown SASS-P Stereo PZM 
MIC PREAMPS: API: 512b [2], 312 [2]; Hardy M-
1 [2], Daking 52270 Trident A-Series mic 
pre/EQmodules, BrystonBMP2 [2], Gates 
tube preamp 
SAMPLERS/KEYBOARDS/MIDI MODULES: Sam-
pleCell II (32 MB RAM), Kurzweil: K2000RS 
(32 MB RAM), PC88MX; Roland: JV-1080 
with ‘60s/'70s card, Orchestral card, Bass ‘n’ 
Drum card, MKS-80 with programmer, 
MKS-70, SH101, JD-990, TD-7K; Studio 
Electronics SE-1, Sequential Circuits 
Prophet 5, Sherman Filterbank, Alesis D4, 
Wurlitzer 200 electric piano, Hammond XB-
2, Voce Electric Piano 
COMPUTERS: Apple Power Mac G3/300 MHz, 
Opcode Studio 5 MIDI interface (2| 
SOFTWARE: Digidesign Pro Tools with the fol¬ 
lowing plug-ins: Line 6 Amp Farm, Auto 
Tune, DINR, Dynamics II, EQII, Focusrite 
d2, JVP, D-Fi, Maxim, Mod Delay, TC 
Megaverb; Digidesign Masterlist CD, 
Opcode: StudioVision Pro, Galaxy Plus; 
Alchemy, Adaptec: Toast, Jam 
VIDEO EQUIPMENT: TimeLine Microlynx, Sony 
UVW-1800 Beta SP, Sony BVU-800 
U-Matic, Mitsubishi 1/2-inch HiFi VFR, 
Horita BSG-50 blackburst generator 
GUITAR AMPLIFIERS: Fender: 1964 Band¬ 
master, Deluxe 85; Dean Markley RM-40-
DR, Airline tube amp, Ampeg B15, Sovtek 
50-watt head 
STUDIO NOTES: City Sound Productions was de¬ 
signed by Francis Manzella Design in 1994. 
It was built as a dual-purpose project stu-
dio/commercial facility and features sepa¬ 
rate floating control room and live room. 
EQUIPMENT NOTES: According to Bob: "There 
is nothing like the sound of an analog synth. 
I was brought up on analog synths starting 
with an Octave-Plateau CAT, and now the 
Prophet 5 and MKS-80 are my all-time fa¬ 
vorites. For electronic music production, 
the Sherman Filterbank (dual analog filter) 
is amazing for processing anything. I’ve tak¬ 
en a live drum track, looped and distorted 

PHOTO BY DANIEL SMITH 

the drums, and sent a copy of the loop 
through the Sherman unit. After combin¬ 
ing the two signals, the effect is like a unique 
comb filter. StudioVision has a great 
formant-shift plug-in that changes the 
timbre of audio without shifting pitch. 
Using different amounts of it over the 
course of a 16-bar phase creates a great 
wave-like effect. The Ampeg B15 amp is 
awesome for sending bass through and 
bringing it back to the board during a mix. 
We also track keyboards and organs 
through the B15 so that they don’t sound so 
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sampled. The Roland Space Echo is used a lot. 
One cool setup is to distort an organ through 
an overdrive pedal, then send it through the 
Space Echo. The result is an eerie Pink Floyd-
like sound; changing the drawbars in real-time 
takes it to an entirely new level. My Daking 
mic pre/EQ modules are fantastic. Modeled 
after the Trident ‘A-Range’ console, they have 
an amazing-sounding mic pre, and the EQ is 
my ‘magic box’ for mixing bass. The Amp-
Farm plug-in for Pro Tools is quite unbeliev¬ 
able. Not only does it sound realistic, but when 
I first realized the flexibility of being able to 
change amp settings after the guitar was 
tracked, I was totally sold!” 
PRODUCTION NOTES: Bob continues: "My 
addition of an analog 24-track recorder is 

unusual these days, when many studios are 
getting rid of analog machines. My philos¬ 
ophy of combining analog and digital to get 
the best of both worlds was a major factor 
in purchasing the Otari MTR90 II. Live 
drums are now tracked to 2-inch tape for its 
beautiful analog sound, and then transferred 
to Pro Tools for processing and mixing. 

“My expanded Pro Tools 5.0 system is 
the heart of the studio. The speed and 
power of Pro Tools has opened up so many 
new possibilities in different areas: for music 
production, the powerful DSP lets me 
manipulate sounds in fantastic ways and 
automate the changes in real time. When 
tracking vocals or instruments, editing 
together comps is fast and accurate. Even 

after the musicians leave, extensive fixes or 
changes are no problem. When mixing, I’ll 
use the 888 inputs and outputs to interface 
my nice analog outboard gear, and automate 
these sends and returns. For postproduction, 
Pro Tools is fantastic for working with 
timecode. We can handle mixing, ADR, or 
sound effects sessions easily. The OMF tool 
lets Avid users import their Media Composer 
files directly into Pro Tools. 

“Last, but most important: Anyone can 
own racks of equipment, but the key to suc¬ 
cess is a highly skilled staff. I take great pride 
in our experienced engineers who can fly on 
Pro Tools and get a great drum sound.” 

Visit the City Sound Productions Web 
site at www.citysound.com . E® 



ROOM WITH A VU 

Minding the Score 
MIDI plays a large 

part in Michael Tavera’s 
compositions for film 

and television 
STUDIO NAME: Tavera Music, Inc. 
LOCATION: Encino, CA 
KEY CREW: Michael Tavera, composer; Scott 
Cochran, engineer and scoring mixer 
CREDITS: Films: Drowning Mona, Mr. 
Magoo, The Land Before Time (sequels), 
Rocketman, Honey We Shrunk Our¬ 
selves, Girl, Culture, Special Delivery, 
Television series: Hyperion Bay, Melrose 
Place; Animated Series: Toonsylvania, 
Casper, Television movies: Holiday In 
Your Heart, Two Came Back, Silent 
Predators, Forever Love 
MIXING CONSOLE: TASCAM M-2600 Mk II 
(2| with external patchbay, connected 
with Mackie Mixer Mixers [2] for 128 
inputs 
MONITORS: Quested VS2108 (active, self-
powered monitors), Bose home theater 
reinforcement system, Fostex 630IB 
self-powered monitor for video dialog 
RECORDERS: TASCAM DA-98, MOTU: 1224 
[2], 2408; Kenwood cassette player 
DAT RECORDERS: Panasonic SV-3800 [2] 
OUTBOARD GEAR: SSL stereo compressor, 
Avalon AD 2055 stereo EQ, JVC CD play¬ 
er, TASCAM MM-1 mixer (for CD and 
cassette), Midiman 6-channel mixer 
(for video dialog), two 32-channel 
Signal Transport line drivers (-10 to +4), 
48-channel Dark Star Electronics 
custom-made line driver (-10 to +4) 
EFFECTS: Lexicon: PCM90, PCM91, MPX1 
MICROPHONES: Neumann TLM170 con¬ 
denser mies [2] 
MIC PREAMPS: Martech MSS-10 mic 
preamps [2] 
SAMPLERS/KEYBOARDS/MIDI MODULES: 
Yamaha KX-88 MIDI controller key¬ 
board, SampleCell II PCI cards [7] 
mounted in a SBS external PCI Expan¬ 
sion Chassis, Roland: S-760 samplers [4J, 
JV-1080 synth modules |4) (each filled 
with four expansion cards); Alesis 
Nanopiano, Oberheim OB3 organ mod¬ 
ule, Etherwave Theremin (non-MIDI) 
COMPUTERS: Apple Power Mac G3/233 with 
224 MB RAM, 4 GB internal hard drive, 20 
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GB Lacie external hard drive, 2 GB exter¬ 
nal Jaz drive, Adaptec Power Domain UW-
2940 high-speed Ultra-SCSI connection, 
GEM 19-inch monitor on swivel (for 

clear idea of what the final live version 
will be. We work together and make 
changes at this stage. I then e-mail a 
MIDI file of each cue to my MIDI file 

engineer use), two computer 
keyboards w/mice (one set 
for composer, the other for 
the engineer), US Robotics 
56k modem, MOTU PCI-324 
card, USB PCI connector for 
use with PCI expansion mod¬ 
ule, Epson SC-740 printer 
SOFTWARE: Digital Performer 
2.6, Sibelius 1.2, Digidesign 
SampleCell 2.1.1 and 
Sound Designer II, MOTU 
AudioDesk, N2MP3 audio 
converter, Sound App PPC 
audio converter/player, 
many Waves plug-ins for 
Digital Performer, Opcode 
OMS 2.3.6 and MOTU 
FreeMIDl 1.4, Port Ex¬ 
pander software (for 
switching between modem 
and printer) 
VIDEO EQUIPMENT: Hitachi 
video monitor, Polaroid 
21 IE LCD video projector, 
Lumalectric video projec¬ 
tion screen with remote 
control, VAC RS170A black 
burst generator, Sony VO-
5600 3/4-inch video 
machine, Replay TV2000 
digital audio/video re-
corder/player, JVC 1/2-inch 
video machine 
PRODUCTION NOTES: Michael 
Tavera explains, "Whether 
I’m writing for a purely or¬ 
chestral end product or a 
purely synthetic end prod¬ 
uct, I always realize my 
musical ideas on a MIDI 
basis first. While I write, I 
monitor each module in 
stereo only. With this 
process, all of the parts are 
MIDI-mixed. When Scott 
comes over to work with 
me, we can always start 
our mix with the faders in a 
straight line. 

“If the end product will 
be orchestral, my clients lis¬ 
ten to orchestral mock-ups. 
This allows them to have a 
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clean-up assistant. My sequences are laid 
out in a score form so that he can easily 
clean up note values. 

“The files are then sent back to me 
as a score without any articulations, 
phrasings. or dynamics, as a Sibelius 
music publishing file. I then make any 
necessary note value changes and add 

articulations, phrasing, and dynamics to 
the score. This final score is then e-
mailed to my copyist, who will extract 
parts. This process gives me a high de¬ 
gree of efficiency and control. It also al¬ 
lows my clients the freedom to make 
changes prior to the recording date.” 

Regarding the use of synthesizers, 

Michael continues, "If there are certain parts 
that will not translate well via synthesizer, 
I record live musicians into Digital 
Performer prior to my client meeting. If the 
client feels comfortable communicating 
with musicians, 1 will have them participate 
in the recording by giving feedback to 
musicians during the session.” E® 



PHILE 

Electro-Voice 
K blast from 

broadcast and film 
production’s past 

MICROPHONE NAME: Electro-Voice 668 
FROM THE COLLECTION OF: Bill Meredith, 
Cinesound Company, NYC 
PRICE WHEN NEW: $495 
YEAR OF MANUFACTURE: Circa 1965 
TYPE OF MIC: Moving coil dynamic 
DIAPHRAGM: Electro-Voice Acoustalloy® 
FREQUENCY RESPONSE: 40 Hz to 10,000 Hz 
POLAR PATTERN: Cardioid 
OUTPUT LEVEL: -51 dB, ref. to 1 milliwatt/10 
dynes/square centimeter 
EIA SENSITIVITY RATING: -145 dB, ref. 0 dB = 1 
milliwatt/10 dynes/square centimeter 
HUM PICKUP LEVEL -121 dBm, ref. 0.001 
Gauss field 
RATED SOURCE IMPEDANCE: 50, 150, or 250 
ohms (see notes) 
CONNECTOR: Cannon UA-3-11 
MIC NOTES: Designed for boom mounting 
in broadcast and film applications, the 
668 incorporates a single diaphragm 
made from Electro-Voice’s Acoustalloy 
material — a stable alloy relatively im¬ 
mune to the effects of temperature, 
humidity, and shock. The 668’s shock 
mount provides isolation from me¬ 
chanical noise, while its low sensitivity 
to induced hum enables the mic to be 
used relatively close to AC lines or light¬ 
ing fixtures without picking up noise. 
USER TIPS: An unusual feature of the 
Electro-Voice 668 is a small, built-in cir¬ 
cuit board allowing modification of the 
microphone’s response curve. Access to 
this circuit board is obtained by re¬ 
moving the cap at the rear of the mic 
body. Small pins on the circuit board 
may be moved to various positions 
that change impedance, high-frequen¬ 
cy response, and low-frequency 
response. Moving one pin among three 
positions allows the output impedance 
to be varied from 50 to 150 to 250 ohms 
(the mic shipped from the factory is set 
to 150 ohms). Another set of pins act as 
on/off switches for two filters in a pas¬ 
sive equalization network: 80 Hz low-
frequency cut and an 8 kHz high-
frequency cut. Two more adjustment 
pins tailor the high-frequency and low-
frequency response curves. E® 
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You Can Hear Clearly Now, 
the Pain is Gone. 

Are you still listening to monitors that have metal tweeters? Recording professionals everywhere know that metal tweeters 
are a primary source of ear fatigue, because the tweeter’s resonant frequency is always present in the audio signal. (Tap on 
one and you’ll hear it for yourself). To combat the resulting high end harshness, speaker manufacturers remove the 
offending frequency with EQ. The result: The audio you’re hearing isn't accurate—and neither are your mixes. 

The new Project Studio 8 features a custom-designed silk dome tweeter engineered to be accurate, flat, and exceptionally 
easy on the ears. Couple that with a fourth-order asymmetrical crossover descended from our legendary 20/20bas, and you 
get unbelievably detailed, precise, and pleasing high end response. And since no EQ is needed to “fix” the high end, you 
know you’re hearing the truest audio possible. 

PS8 Biamplified Direct Field Monitor System 
(Your ears will thank you.) [IfCIHIItS 

P.O. Box 4189, Santa Barbara. CA 9314041® Voice: 805-566-7777 
Fax: 805-566-7771 E-mail: irrfG@eventl.com www.eventl.com 
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INDUSTRY INSIDER 

The $10 Digital Audio Editing Assistant 
How a program named 
vRamDir can change 
your production life 

BY CRAIG ANDERTOH 

This may tend more toward a review than 
an article, but the topic of kissing off your 
hard disk in favor of RAM deserves a little 
more background than would be appro¬ 
priate for a review. 

I spend a lot of time doing digital au¬ 
dio editing, which means I also spend a lot 
of time looking at the little progress bar 
graph as it moves lazily from left to right, 
chronicling how long it takes to rewrite any 
edits back to hard disk. The faster the hard 
drive, the better; but the process can still try 
your patience as you do edit after edit 
during a session. 

However, if you have enough RAM, 
you can set aside a portion as a “RAM disk” 
for storing temp files. The advantage is that 
disk-intensive operations happen almost 
immediately because the operations occur 
in RAM rather than in a slow, mechanical 
device. The main drawback is that you 
need enough RAM to accommodate your 
temp files as well as whatever memory¬ 
draining foolishness you already have go¬ 
ing on; for mastering work on individual 
tunes, 256 MB seems about right, as you 
can store 10-15 minutes of audio and still 
have room left over. 

Mac PowerBook fans have known 
about RAM disks for years, as Apple 
makes it easy to set aside a portion of 
RAM, then load a minimal system and a 
few apps. This not only speeds up opera¬ 
tion, but extends battery life by reducing 
hard disk access. Similar programs have 
existed for the PC, but none that I’ve seen 
are as elegant, simple, or inexpensive as 
vRamDir — a shareware program that 
only sets you back $10. 

HOW VRAMDIR WORKS 
vRamDir is for Windows 95/98 (not NT, 
sorry). In addition to the speed benefits 
obtained by storing files in RAM, there’s 
another, less obvious speed benefit: re¬ 
duced hard disk fragmentation. This is 
particularly true if you assign a temp file 
directory to vRamDir, because, in normal 
operation, you generate a lot of temp files 
that end up getting sprayed around your 
hard drive. 

Unlike the Mac OS RAM disk option 
or the PC’s RAMDRIVE program, 
vRamDir does not pre-allocate a 
specific amount of RAM; it uses RAM as 
needed, so if vRamDir isn’t using the 
RAM, it’s available for other applications. 
If your files exceed the amount of avail¬ 
able RAM, then you’re back to using the 
hard drive as virtual RAM, but at least the 
system doesn’t blow up. Unlike RAM 
disks that utilize 16-bit real-mode DOS 
device drivers and therefore have to 

switch back and forth between 16-bit 
real-mode and 32-bit protected-mode, 
vRamDir is a 32-bit protected-mode 
native virtual device driver, which also 
gives a slight speed benefit. 

Upon installation, vRamDir installs 
a control panel that lets you specify what 
folders will operate in RAM instead of on 
disk. You can change these at any time 
(although you have to reboot for the 
changes to take effect), and specify 
multiple folders to be active simultane¬ 
ously if desired. For Wavelab and Sound 
Forge, I created two folders for temp files; 
one for each program. I then set the de¬ 
fault in each program to store its temp 
files in these folders. (For example, in 
Sound Forge you go Options > Prefer¬ 
ences > Perform Tab, and browse for the 
folder you want to use for temporary 
storage.) I’ve also set vRamDir to treat 
both folders as RAM folders, but, even 
with 256 MB of RAM, having both pro¬ 
grams open and processing multiple files 
can put a crunch on available memory. 
However, I do usually keep the Windows 
Temp folder as a vRamDir file (you 
should see what this does to the perfor¬ 
mance of Microsoft Office). 

vRamDir doesn't really emulate disk 
operation — it’s more of a virtual file sys¬ 
tem. As a result, it doesn’t have to create 
disk images and work under the FAT file 
system; it maps directories directly into 
RAM, eliminating the need for drive letter 

x] 

OK Cancel 

'avelab tempi 

VHAMÜIK DneGtmy 

Wavelab Update 2.01 

$ WINDOWS 
2 Windom 98 

xpincd 
YFÇ7K 

WaveCenter Drivers 

- WaveLab 
Help 
System 

The vRamDir control panel specifies which folders operate solely in RAM. Here, the Wavelab 
temp file is being assigned to RAM; the Sound Forge temp file is already assigned. 
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Once in a blue moon a product comes along that defines a standard for an entire generation. 

The Shure SM57 is one of them. 

The SM57 is a fixture in most recording studios in the U.S. - and beyond. Its outstanding clarity and 
one-of-a-kind response pattern make it essential for studio work. 

On stage, the SM57 has set the standard for the way instruments should sound. And its road worthiness 
is a legend in itself. Which explains why so many world class artists won’t play live without it. 

Best of all, you don’t have to be a star to afford it. 

For a closer look at what may be the most versatile microphone in the universe, call 1-800-25-SHURE. 
In Europe, phone 49-7131-72140. Outside Europe and the U.S., call 847-866-2200. 

SHURE 
THE SOUND OF PROFESSIONALS WORLDWIDE * 

www.shure.com 



E7600 
THE WORLD S FIRST 

HIGH END CONSOLE YOU BUILD 
ONE STRIP AT A TIME! 

The API 7600 is the first complete 
high-end 4 Buss Console in a 1U 
strip that can be expanded and 
linked with additional 7600s and a 
7800 Master module to build a 
complete console of any size. 
Users can now achieve a level of 
sound quality equal to the 
+$200.000 API Consoles so 
much a part of the history of 
American rock n roll. 

_ —OUTPUT 
Channel Buss Assign 1/2/3/4 • Pan 
Enable 1 Output Meter'Stereo Bus 

_ API 212L 
PREAMP 

Same Preamp Used on Current API 
Legacy Consoles • Mic/Line Switch • 

48v Phantom • Polarity Reverse • 
Input Gam Control • Outboard Linear 
Fader Jack ' Direct Out ' Input Meter 

_ API 225 
COMPRESSOR 
Same Compressor Used on 

Current API Legacy Consoles' 
Old/New Style Compressor Switch • 

Hard/Soft Knee • Pre/Post EQ • 
Stereo Link • In/Out Access 

—API 550A EQ 
Reissue of the Original 550A' 

3 Band, i12dB'HP/LP Filters' 
7 Frequencies per Band' 
EQ WOut'Filter In/Out' 

In/Out Access 

_ 4 SENDS 
Send On/Off • Pre/Post Fade • 

4 Sends (4 Busses) 

__CHANNEL 
STATUS 

Pan Control'Mute'Solo' 
Safe ' Insert/in/Out 

$2995 MSRP 

API U.S.A. CONTACT: 

innNSRMERICfí 
Inuoio CROUP 

Phone: (805)375-1425-Fax: (805)375-1424 
e-mail: brad@transaudiogroup.com 
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INDUSTRY INSIDER 

HOW MUCH FASTER IS VRAMDIR? 
Operation 

Cut one second from file start 
Undo above operation 
Resample to 48 kHz 
Undo above operation 
Pitch shift +2 semitones 

Undo above operation 

vRamDir Hard Disk Speedup 

(in seconds) (in seconds) 
1.465 9.183 6.26X 
1.313 1.744 1.32X 

110.436 113.215 1.O3X 
2.179 10.197 4.67X 
30.492 31.365 1.O2X 
2.075 2.497 1.2OX 

assignments and such. Of course, there’s 
no free lunch: because files are in RAM, you 
need to save often to hard disk — one 
power outage, and your files are history. 
The "recover” features of some editing pro¬ 
grams work by digging into the hard drive 
and finding what was written there; with 
RAM files, there’s nowhere to dig. 

Another subtlety involves deleting 
files in the RAM directories via Explorer. If 
you send the file to the Recycle Bin, the 
computer has to write the file to disk in or¬ 
der to delete it. The advantage of this is that, 
should you decide you want to recover the 
file, you can poke around in the Recycle Bin 
and find it. If you’re sure you don’t want the 
file and want to save time, there is an op¬ 
tion to immediately delete the file without 
saving it to disk first; this frees up memo¬ 
ry, but eliminates your safety net. 

REAL-WORLD NUMBERS 

So exactly how much time do you save by 
taking the RAM route? Anything that ac¬ 
cesses the hard disk benefits from using 
RAM as a disk. However, heavy-duty DSP 
operations don’t really benefit if the file fits 
in RAM anyway. And if the file doesn’t fit 
in RAM, then vRamDir doesn’t really 
help all that much either, because it still 
has to go back to the hard disk and use it 
for virtual memory. 

Let’s take a look at some numbers. All 
these operations were carried out with a 40 
MB file on a 450 MHz, Pentium Il-class ma¬ 
chine running Sound Forge 4.5a. The 
hard drives are fast EIDE suckers, so the dif¬ 
ferences would be even more dramatic 
with slower hard disks. 

Clearly, editing operations that need to 
rewrite to disk benefit the most — check out 
the 6X speedup when cutting from the file 
beginning. DSP-intensive functions show 
little tangible benefit, but undoing those op¬ 
erations provides a significant speedup, 
presumably because the file is restored from 
RAM, not from a version saved to disk. 

You can also use RAM as a place to 
record tracks in multitrack recording 

programs. This often allows for recording 
more tracks simultaneously, but, as I gen¬ 
erally record only one or two tracks at a 
time, this hasn’t been important for me 
personally. Besides, if your hard disk can 
handle it, it’s nice to know that your play¬ 
ing is actually being preserved in a real, 
physical location that won’t go away if 
there’s a glitch that wipes out RAM before 
you have a chance to save the part. 

By the way, more and more programs 
are starting to take advantage of RAM for 
recording processes. For example, 
Samplitude by SEK’D lets you create virtual 
projects in RAM, and MOTU’s Digital 
Performer uses RAM for loop recording. 
Now that you can stuff more than a gig of 
RAM in today’s computers, the days of be¬ 
ing limited by hard disk throughput and 
mechanics may soon be behind us. 

CONTACT INFO 

If you want to check out vRamDir, you 
can download a trial version from the 
Web site, but it’s limited to working for 
30 minutes at a time. However, the pro¬ 
gram does write any files in RAM at the 
end of the 30 minutes to disk, which 
seems pretty considerate. Cost of the full 
version is $10 for an electronic down¬ 
load, although they’ll send you a diskette 
for $15 ($20 overseas). For more infor¬ 
mation, contact Virtual Software 
Corporation, 15016 SE 63 St., Bellevue, 
WA 98006-4634. Fax: 425-649-8277. Web: 
www.virtusoft.com/vramdir.htm. 
E-mail: support@virtusoft.com. 

Craig Anderton just finished mas¬ 
tering the debut CD from the German 
group Rei$$dorf Force (EMI/Harvest 
records). He has given seminars on 
technology and the arts in 10 coun¬ 
tries and 37 states, and is the author 
of the classic text Home Recording for 
Musicians (AMSCO, available from 
ivwtv.musicbooksplus.com and 
ivtvtv.amazon.com). 
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So you need a USB MIDI interface 
for your iMac, G3 or PC? 

We’ve got a solution for you. 

is the new wave in MIDI and MIDIMAN, the leader in MIDI interfeces, has created it’s newest MIDI product the 

USB MIDISPORT™ 2x2. The cross platform MIDISPORT™ is a 2 in / 2 out USB MIDI interface with true Plug-n-Play for PCs 

or Macs and requires no external power supply. For more information or to get your hands on a MIDISPORT see your local deal¬ 

er or call MIDIMAN at (800) 969-6434. 

The First Name in MIDI. 

USA: 800-969-6434 • www.midiman.net • info@midiman.net • UK: +44 1423 886692 • Germany: +49 7941 987000 
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KURMUDGEON'S KOUCH 

Cyber Al, At Your Service 

Log on and get all 
your pertinent industry 
questions answered 

BY AL KOOPER 

Well miracle of miracles — EQ has now di¬ 
versified in such a way that you and I can talk 
one-on-one 24 hours a day! They’ve creat¬ 
ed forums on their Web site (www. 
eqmag.com) hosted by certain columnists 
from this here magazine: Roger Nichols and 
yours truly, along with George Massenburg 
and Ed Chemey, to answer your questions 
in a timely and authoritative fashion. I am 
humbled by my fellow forum-floggers. You 
can talk to the people behind Steely Dan, 
Earth Wind & Fire, Bonnie Raitt, Little Feat, 
Bob Dylan, The Stones, and Lynyrd Skynyrd 
anytime you want with any kind of intelligent 
question pertaining to the music business. 

Now let’s dissect how this might 
help you: You’re working on a project 
that can lead to you being selected to 
produce an act for a major label. If there’s 
any question that troubles you such as 
mic selection, which piece of equipment 
is best for solving a problem, exactly what 
your lawyer is entitled to commission¬ 
wise, etc., just jump on the site. 

You might wanna ask George or Roger 
about mic selection, Ed Chemey or Roger 
about equipment selection, Ed Chemey or 
myself about production problems, or lucky 
me about external parts of the music busi-

have been my first question. Hell, I still wan¬ 
na know that! And Ed Chemey—‘‘How did 
ya get that cool guitar sound on Bonnie 
Raitt’s Fundamental Things album?” See 
wot I mean, mate? 

ness: is this person cheat¬ 
ing you, is that person 
acting in your best inter¬ 
ests, etc. Get the idea? Is 
this a beautiful country 
or what? And Roger, Ed, 
George, and myself wel¬ 
come your participation 
because we can learn 
from your questions just 
what’s going on out there 
in your worlds. 

Needless to say, 
questions like, “What is 
Bob Dylan really like?” 
will be answered in such 
a way that hopefully, 
they won’t be asked 
again. You guys and gals 
are bright, talented, and 
full of ambition. Hope¬ 
fully, that’s why you buy 
EQ in the first place. The 
powers-that-be have 
just added another di¬ 
mension to it with this 
new free service. 

When I was coming 
up in the late ’60s, if I 
could have been in 
touch with George 
Massenburg at any given 
moment, I’m sure my 
technical skills would be 
sharper than they are 
today. If I could have 

You might wanna ask 

George or Roger about 

mic selection, Ed 

Chemey or Roger 

about equipment se¬ 

lection, Ed Chemey or 

myself about produc¬ 

tion problems, or 

lucky me about exter¬ 

nal parts of the music 

business... 

So let's turn this into 
the wonderful learning 
experience it can and 
will be by using this gift 
properly. Don’t waste 
your time and our time 
with silly stuff for the 
sake of just conversing 
one-on-one with these 
people. Ask those things 
that you’re dying to know 
that are holding you back 
from doing your best 
work. These people have 
sold zillions of records 
between them, and it 
wasn’t all luck or coinci¬ 
dence. They’ve got gold 
records and awards up 
the yang, and now you 
can ask them to extricate 
you from whatever audio 
mess you’ve gotten your¬ 
self into gratis, 24/7. You 
wanna rant about how 
cormpt the record com¬ 
panies are? C’mon in! I’ll 
match ya rant for rant! 

As the desk 
sergeant in Hill Street 
Blues used to say at the 
end of each morning’s 
staff briefing: “Be care¬ 
ful out there, gang...” 
but if ya get in a jam, 
feel free to log on and 

consulted with Roger Nichols? "Hey Rog— 
how do you talk those companies into givin’ 
ya all that free stuff?” — well, that would 

see if we can help. 
It’s our pleasure! See ya all 

online.... E® 
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An Informational Advertising Feature 

World Wide Audio, 
without leaving your studio. 

Rocket Network takes audio production beyond the boundaries of studio walls, 

making connections that let you work with anyone, anywhere, anytime. 

It's like a global multi-track, ready around the clock for musicians to lay down 

parts, voice-talent to deliver lines, or producers to audition mixes. 

No time zones, no jet lag, just pure audio productivity. 

On-line Flexibility. 
Rocket Network" uses the Internet to allow 
professionals to work together on audio 
productions without having to be in the same 
physical space. Instead of shipping tapes from 
place to place or renting high-capacity phone 
lines, you log into your Internet Recording 
Studio, where Rocket Network handles 
the details of passing your parts to others 
and vice versa. That leaves you free to 
concentrate on capturing the perfect take, 
using your own local system to record and 
edit. Whenever you're ready for others to hear 
your audio or MIDI parts, you simply post 
your work to the Internet Recording Studio, 
automatically updating everyone else's session. 

Full Audio Fidelity. 
With Rocket Network, there's no compromise 
in audio quality—the system handles files in a 
vast range of formats and compression levels, 
all the way up to uncompressed 24 bit/96kHz. 
And you don't need access to a super-fast 
connection; DSL or T1 is great, but you can also 
work productively over a humble 28.8 dial-up. 
The system supports multiple user-defined 
presets for posting and receiving, and handles 
all conversions, letting everyone participate in 
their own preferred format. That means you 
can conduct a session in a speedy, low 
bit-rate "draft" mode, then move on while 
the final parts are posted in the background 
at full-fidelity. 

Escape the boundaries of your studio walls. 

Professional Tools. 
Through partnerships with leading audio 
developers, Rocket Network is bringing 
RocketPower’“ to the professional tools you 
already use, starting with Steinberg Cubase 
VST and Emagic Logic Audio. Because 
participants in a session don't all have to use 
the same application, you each work in 
whatever RocketPower environment best 
suits your needs. A multi-level permission 
system lets you control access to your Internet 
Recording Studio. And our RocketControl’“ 
client offers built-in chat capabilities, so 
everyone in the session can chime in with 
feedback as the project takes shape. The Rocket 
Network Web site offers additional resources 
for audio collaboration including, software 
downloads, forums, and a directory of like¬ 
minded creative types from around the globe. 

A Powerful Connection. 
Rocket Network adds a new level of freedom to 
creative collaboration, allowing you to choose 
your team — singers, musicians, voice-talent, 
composers, engineers, producers — based on 
who's right for the project, wherever they 
happen to be. With full fidelity, plus anytime, 
anywhere productivity, Rocket Network is 
a powerful new connection to the world of 
audio production. 

Register at www.rocketnetwork.com 

source code RN9 NETWORK’ 
Internet Recording Studios 

All rights reserved © Rocket Network, Inc. 2000. All other product and company names are tm or ® of their respective holders. 
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TECHNIQUES PRODUCTION 

Recording in the Crows1 Nest 
The Counting Crows’ 
latest release called 
for some unique 

recording solutions 

BY TONY DI LORENZO 

As recording engineers, we spend a lot of 
time learning the “correct” way to do 
things; placing mies, dealing with leakage, 
recording drums, tracking vocals. But 
sometimes you can get better results by 
stepping outside of the box, by thinking 
unconventionally and being open to for¬ 
tunate accidents. 

In the past, Dennis Herring has 
worked with artists such as Concrete 
Blonde, Timbuk 3, and Jars Of Clay. On a 
recent outing with Counting Crows, his ap¬ 
proach wasn’t what you’d call “conven¬ 
tional.” One mic on the drums? A singer ly¬ 
ing down while recording? Sure — if the 
track works without following the rules, 
then it’s a keeper. 

The Crows’ latest release, This Desert 
Life, was recorded in a house, notyour av-

with, and since this is the third record 
they’ve done this way, they’ve gotten real¬ 
ly good at converting houses into temporary 
recording studios. Putting up Plexiglas 
over windows, etc., just doing the minimum 
so the neighbors don’t call the cops. 
They would even call the cops on the 
Crows? 
Well, it’s still noise. One man’s music is 
another man's noise and vice-versa. 
What board did you use for tracking? 
Mostly a little monitor console. Toward 
the end of tracking, right before we start¬ 
ed mixing, I bought an old Neve 8038. We 
moved that up to the house and finished 
tracking on it. The song “Colorblind” was 
recorded and mixed completely on the 
Neve 8038. Counting Crows have a lot of 
old cool gear like Neve 1073 modules and 
a couple of Neve side cars, so we record¬ 
ed through that gear even before I bought 
the Neve console. 
Was the house in California? 
The house is in the Hollywood hills and is 
kind of a cross between a Boogie Nights 
and Brady Bunch kind of house; ’60s-era 
architecture, pools, view of Hollywood. It 
was great. 
Was that conducive to creating? 
Oh yeah, it absolutely was. There is just 
nothing like being in that kind of envi¬ 
ronment. It helps them not hear the tick 

of the clock, which — for the most part — 
is a good thing for the Crows. When you’re 
recording like this, you don’t think about 
the artist who was in there the day before 
or who might be recording in the rooms 
around you. It’s nice when you’re not 
comparing what you’re doing to other 
people. That’s what I like about recording 
this way. 

When I first started recording and 
producing, I set up my studio in my base¬ 
ment. This was before the age of the 
home studio. I did that because I always 
hated going to “real" recording studios. 
I had been a studio musician for about 
five years, so I was certainly used to be¬ 
ing in recording studios. They have their 
place, but, at the same time, I felt, as a 
producer, that it was hard to get what I 
was trying to get at. Since I’ve set up my 
own studio, it’s been easier. 
Sure, because when you record at a 
commercial studio you block out time 
and you’re forced to be creative on that 
time table. If you have the rig in your 
house and an idea hits you, then you can 
run with it. 
Absolutely. I remember having this ex¬ 
perience at Ocean Way, [which is] a 
great studio in Los Angeles. We just did 
this drum thing that we were so proud 
of, and we were all in the control room 

erage commercial studio. As Her¬ 
ring states, “That’s actually how 
Counting Crows have done all 
their records, and I'm certainly no 
stranger to recording like that. I’ve 
never liked recording in formal 
recording studios, so I’ve always 
tried to do it as little as possible. 
I was certainly more than into do¬ 
ing it that way.” 

Does the band own this house or 
do they rent? Are they always 
recording in the same house? 
No. It’s been a different house 
every time. 
They just grab a house and throw 
a bunch of gear in it? 
The rule seems to be that the 
house has to be given back in the 
same condition that it was in when 
it was leased. So anything could 
happen as long as it was all fixed 
when it was over. Counting Crows 
own a lot of recording gear to begin DIFFERENT DRUM: Dennis Herring is known for his unusual recording techniques. 
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Actually, the corner we rounded belongs to 1 

k our patchbay’s revolutionary new Professional 
BL Punchdown Terminal (PPT), making it perfectly 

compatible with the industry standard. We realized 
that achieving a new industry standard meant we 

■ couldn’t cut any corners to get there. 
Our new PPT is a split-barrel design that 

incorporates a more rugged, thicker housing to 
F, L? 

minimize the impact of repeated punchdowns. This 
design eliminates the problems associated with the old 

“V-shaped” terminals by distributing pressure evenly 
across both sides of the terminated wire, causing improved 

wire retention and more reliable connections. The 
k serrated teeth in the plastic housing also improve 

wire retention by firmly gripping the wires. With the 
PPT, multiple wires can be terminated to a single 

contact, and a wide range of wire gauges can be used. J 

Look for Switchcraft’s 
new PPI' in pur APP and 

Audio Patchbays 
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48 MT or V jacks in a 1.75" height 
slide-out tray. Allows the end user to re¬ 
terminate patch points from the front 
of the rack. Available in normals 
strapped and normals brought out. 

48 sets of tip, ring and sleeve IDC/IDC 
PPT's on a 3.5" height backpanel. Built-
in cable tray keeps cable weight off of 
the terminations. 

Switchcraft, Inc. 
5555 North Elston Avenue 
Chicago, IL 60630 
Phone: 773-792-2700 
Fax :773-792-2129 
sales@switchcraft.com 
www.switchcraft.com 

48 MT or 'Z<" jrrrJrfrrrvrrXFiheight fully 
shielded enclosed unit. Available in 
normals strapped, normals brought 
out. and sleeve normals out. 

dio patchbays, and in our 
new Backpanel Series. All 
Switchcraft audio patch¬ 
bays incorporate heavy 
gauge materials and come 
standard with our high 
quality nickel-plated, steel 
framed jacks, and gold-
plated crossbar contacts! 
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TECHNIQUES PRODUCTION 

CROW’S FEAT: Engineer Rich Hasal in the house’s control room. 

kind of high five-ing each other. We were 
so proud of this thing we had just done, 
and right at that moment I saw Sting 
down the hall past our open control 
room door. And I thought, "Sting would 
think this is a joke.” Recording in your 
own place lets you wake up every day 
feeling that what you’re doing is special 
and you can stay in that frame of mind. 
This has a way of reinforcing what 
you’re doing and helps records turn out 
to be their own kind of thing. 
Do you think that any future projects you 
work on will be recorded in a house rather 
than in a commercial studio? 
I’ve had a studio for more than ten years, 
but it’s not like a real recording studio. It’s 
a completely homey, funky place. Sure it’s 
got a great big Neve console and an Otari 
RADAR — but it’s more like your living 
room than a studio. 
Did you cut the tracks to analog tape or 
did you use digital? 
I record exclusively to an Otari RADAR. I 
have my own RADAR II, and that’s what we 
used for the Crows record. I like it. 
What vocal mies were used? 
My engineer has a pair of [Neumann] U 
47’s, and we mostly used one of those on 
Adam’s voice (Duritz, lead singer for 
Counting Crows]. There was one song 
where Adam did his scratch vocal while 
laying on his back, and we liked the 
sound we got with the Shure SM57. The 
vocal got a little cloudy because of him lay¬ 
ing on his back, and the '57 helped with 
this tone. 
Which track was this? 
“Highlife.” 

So the take with Adam laying on his back 
made it to the record? 
We did some takes and comped between 
them — we even used some of the scratch 
vocal, so any of the other vocal takes that 
were used were done this way. 
Tell me about the signal path for the vo¬ 
cals. 
There’s a guy named Frank Lacy who 
makes tube gear for me and [producer] 
Terry Maning. He calls his line of gear 
“Lucas." When we recorded the organ, we 
tried out these solid-state preamps he 
made, and we liked them. They beat every¬ 
thing else, so we decided to try them on 
the vocals. They had this funny quality; 
they made tilings sort of move toward you 
a few inches in the speakers. This worked 
well for Adam’s voice. I still have them, but 
it doesn't mean that I just use those on vo¬ 
cals. There’s no telling what I 'll use on any 
given day. For Adam's voice, we got into 
that chain: the '47 through the Lucas pre¬ 
amps. We liked it, so we did it a lot. 
Did you set up some sort of vocal isolation 
booth? 
No. [Laughs.] I don’t know anything 
about that kind of stuff. I just don’t 
record like that at all. What I try to do is get 
a singer to sing in the room with me. I like 
to sit at the console with the singer stand¬ 
ing behind the console singing into a mic, 
and listening to the monitors just like I am. 
Why do you like to record that way? 
I like the communication. Since it is an en¬ 
vironment where you’re going to be in¬ 
teracting with the singer, it’s nice to get 
comfortable. Then I’ll run everyone else off 
so it’s just me and the singer, unless they 

want to do it differently. I also like sitting 
forward with the singer behind me, so 
you’re not staring at them. I've always hat¬ 
ed that about studios; where you’re look¬ 
ing through the glass, staring at the singer. 
Because you’re pointing out mistakes and 
tuning problems. 
Exactly. You’ve been put in this role of 
judge, and the last guy you want sitting 
staring at you is the judge. I love having the 
singer in the same room and being able to 
stop the tape, turn around, and say, 
“How’s it feeling to you to sing this right 
now?” or “What if we did this another 
way?” This way it feels like you’re doing 
something together. 
Some of the guitar parts on “Four Days” 
have such a ’60s feel, kind of reminiscent 
of the Byrds. How did you get those 
sounds? 
It sounds like you’re talking about the 12-
string part. Dave Bryson had come up with 
that part, and it was the last thing we did 
to that song. I think he formulated it as a 
12-string part. Then I used this old Korg 
delay and I kind of performed that song 
along with him, riding the delay as he was 
performing the part. That’s how we got 
those big sweeping sounds — it’s me and 
him working together. 
How did you isolate the drums? Record¬ 
ing live drums in a house, there had to be 
some problems there. 
I’ve outgrown the rule that leakage is bad. 
The engineer I work with is a man 
named Rich Hasal, and he’s extremely 
sympathetic to my cause. It was very easy 
to get Rich into feeling that leakage is not 
a bad thing. 
On the song “All My Friends,” you got 
such a tight, natural drum sound. How 
did you record the drums for this song? 
For the basic track we cut just drums and 
piano. I had been trying to get them to 
cut that song all together, but, at some 
point, Adam said the feel wasn’t hap¬ 
pening. He suggested we just cut piano 
and drums. That got us into this Mem¬ 
phis drum sound. 
What mies did you use for the drums and 
what about placement? 
We were into this Glyn Johns setup for a 
while. We’d try to use a bare minimum of 
mies on the drums. A common mic setup 
for Rich and I would be a U 47 on the kick, 
a ’47 off the second rack tom, and anoth¬ 
er ’47 behind the drummer, slightly to his 
left. Then maybe a hihat mic or a snare mic, 
but maybe not. We did a lot of the drums 
on this record with one or two mies. The 
song “Mrs. Potter’s Lullaby” was done with 
one mic. The track was recorded live. Every 
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element, including the vocals, was all 
done at the same time. If the bass sounds 
too woomy, then you just turn down the 
bass amp a little bit so that it’s not going 
into the drums so much. If you want the 
bass to have a nice woomy quality in the 
track, then get the amp closer to the 
drums so you’ll get more bleed into the 
drum mies. You’ll then get some sort of 
stereo element to the drums and the bass 
gets spread out for the final mix. 
It’s funny, but all through the ’80s, as tech¬ 
nology became better and cheaper, leak¬ 
age was outlawed. 
I know. 
Everyone was thinking, “We’ll use the 
drum machine because we can get a more 
controlled sound," and now you’ve gone 
back to everyone playing live in the same 
room, like people recorded in the ’50s. 
I grew up in that ’80s school. The first 
records I produced were from Timbuk 
Three. I was fascinated with them be¬ 
cause it was just two people and a drum 
box. Everything was drum machine and 
I did all the engineering because, hey — 
I can record drum machine. The fact is 
that all my favorite records have leakage. 
I never want my real drums to sound like 
a drum machine. I think loops are 
great. I remember when all the sampled 
loop drum parts started to kick in 
around the mid-’80s with groups like 
Run-D.M.C. and Public Enemy. What a 
great way to hear drums! 
The loop idea was great because you were 
still getting the live feel of someone’s per¬ 
formance, but you were placing it where 
you needed it. 
Exactly. We were talking about drum 
mies earlier and I remembered the way we 
recorded “Four Days.” That song went 
down in a funny way. Adam had just writ¬ 
ten the song, and he was really excited to 
record it. It must have been about 2:30 in 
the morning and basically the band on that 
song was whoever was there playing pok¬ 
er. Ben (Mize, drummer] is on it, but he 
was drunk. I told Rich to just put up one 
mic. Ben was trying to get his bearings on 
the drum throne, and I told him we were 
going to cut this song. Ben said, “I haven’t 
heard it.” I said, “Yeah, yeah, you’re 
gonna play great. Here’s the thing: you get 
one mic. Where do you want us to aim it?” 
And I think he said, “Kick drum." So “Four 
Days" was a one-mic drum sound. 

Jack Joseph Puig mixed that song 
for the album, but I was not in atten¬ 
dance for the mix. He called me and 
said, “Hey Dennis, I’m mixing this song 
‘Four Days,’ where are the real drum 

tracks?” So I said, “What do you mean?” 
He said, “I have this tape and it has one 
drum mic, but I really want to get a big¬ 
ger sound, so where is the tape with all 
the individual drums?” I told him, 
“That’s it.” Puig said, “So basically what 
you’re saying is anybody who gets this 
tape has to mix your drum sound, and if 
they don't like it, then f*ck 'em.” I said, 
“Yeah, that’s pretty much it. If you 
don't like the drum sounds you get with 
that mic, then f*ck you. That’s what I’m 
saying.” There’s nothing better than 

getting what you’re really trying to do on 
tape right off the bat. 
“Hanginaround” has an interesting over¬ 
all feel to it. How was that recorded? 
[Laughs.] Yeah that one’s pretty neat. 
David Lowery [co-producer] had been 
working with the band on the demos, and 
the song started as a demo that the band 
recorded. Adam had his original demo and 
David was trying to record a new demo 
with the band. In the end, the only way he 
could get anything down was to take 
Adam’s demo, put it on tape, and then 
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have the band play to that — sort of like a 
click track. Just because Adam’s thing had 
such a feel. The whole building block of the 
song is something that’s incredibly out of 
time. As opposed to a click track that’s in 
time, that song has a guide track that was 
fantastically out of time, and it’s still in 
there in the final mix. 
And everybody was trying to play to 
that? 
Yeah. There was a certain amount of out-
of-time stuff we wanted to keep, but the 
problem was that if you tried to use the 
drums really loud, it became so flammy 
and sloppy that it didn’t feel good at all. It 
just wouldn’t work. David and I came up 
with a new way of looking at the song: If 
the bass was really kickin’ ass and the bass 
player was just so “James Jamerson” 
about his job that he was grooving hard, 
you wouldn’t even notice the drummer. 
Do you know what I mean? 
You were relying on the bass for the "center”? 
And handclaps. Adam wanted these big 
group handclaps. I spent a whole day slid¬ 
ing those handclaps around to make 
them super in-time with the bass. 
So the drums could be as loose as you 

wanted, as long as you had the bass and 
claps anchoring the beat. 
Yeah, we worked a long time on that bass 
track to make the part and the perfor¬ 
mance so rhythmic and driving. That’s 
what gave the song its groove. We then 
made the handclaps and vocal work with 
it. This meant that, when you mixed it, you 
always had to be thinking in non-tradi-
tional terms. When I mixed the song, that’s 
the way I did it. Jim Scott did a mix and I 
sat there and reminded him that we had 
to focus on the bass, the handclaps, and 
the singer. If those three elements feel 
good, then we'U have this great record. 
The strings add such a sweet touch to “All 
My Friends.” Did you record the strings in 
the same house or did you go to a separate 
studio? 
I’ve recorded strings before, but I was hop¬ 
ing I could get a sound that was more unique 
for this record. Rich had said, “Let’s just 
record the strings up here in the house. 
There’s a spot I think would work really 
great.” So that’s what we did. We had string 
players come up to the house and we made 
an event out of it. We got them up to the 
house early and had a chef make dinner for 

everyone. It felt like they just came to some¬ 
one’s house, you know, just hanging out. 

I was getting a great string sound, but 
everybody kept telling me, “The strings 
don’t sound good. We gotta move them to 
another part of the house.” I said, “Let’s do 
it, if that’s what you’re thinking — but 
make a note of where they are now be¬ 
cause I like the way the strings sound. ” So 
we took an hour, moved all the chairs and 
miked all the strings, but to me it just 
sounded generic. We wound up moving 
them back to the first spot and they 
sounded great. You can do stuff like this 
when the budget is not an issue. 

Tony Di Lorenzo has been involved 
with synthesizers and keyboards for 
the last 20years. He has produced his 
own CD-ROM for the Kurzweil K2000 
and K2500 called “Producer Series 
Vol.l." He runs his own company 
called Front Room Productions. You 
can visit Front Room’s Web page at 
www.interport.net/-thefront/in-
dex.html. You can also e-mail Tony at 
thefront@interport.net. 
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Putting Song to Picture 
Greg DeBelles describes 
the trials and tribulations 

of composing an 
original song for film 

BY STEVE HARVEY 

Years after making the transition from 
Broadway to Hollywood, composer Greg 
DeBelles has found a niche writing and 
producing original songs for motion pic¬ 
tures. His involvement with the new 20th 
Century Fox release, Where the Heart Is, 
provides some insight into the process, from 
conception to final mix. 

Time was, every film seemed to feature an 
original song: remember “Moon River” 
from Breakfast at Tiffany's, or “The Wind¬ 
mills of Your Mind” from The Thomas 
Crown Affair? The practice became some¬ 
what moribund, except in Disney’s ani¬ 
mated features, to be replaced by 
eminently marketable collections of hits 
from current artists. But Jennifer Warren’s 
“I Don’t Want to Miss a Thing," from 
Armageddon, demonstrates that a well-
crafted original composition still has a 
place in the movies — particularly when 
a character performs a song within the 
context of the story, of course. Which is 
where Greg DeBelles comes in. 

DeBelles begins with the call for him 
to produce. ‘T’ve developed enough of a 
reputation that, when the requirement 
came up at Fox to have this material pre¬ 
recorded, the call came to me. I was very 
happy to do it because I love all aspects of 
making music equally — recording, writ¬ 
ing, every bit of it.” 

In the screenplay for Where the 
Heart Is, one of the characters composes 
a song while in jail. Upon release, he puts 
a band together, going on to fame and for¬ 
tune. Once the film’s executives chose the 
song, it needed to be pre-recorded in sev¬ 
eral different versions for playback on the 
movie set, where the actors would mime 
their parts. 

DeBelles’s background and previous 
production work with numerous recording 

artists made him an ideal choice for the 
project. It also helped that he has a studio 
behind his Hollywood residence. Half con¬ 
trol room, half live room, the studio in¬ 
corporates TASCAM DA-88 recorders, 
Digidesign Pro Tools, and MIDI se¬ 
quencers and keyboards, all hooked into 
a D&R Cinemix console. “I’m very happy 
with the sound of that board,” he says. “It’s 
very punchy sounding and transparent.” 

“I was asked to submit a song, "ex¬ 
plains DeBelles. “There were people all 
over everywhere writing songs to be the 
song. We were given certain guidelines — 
they wanted to have ‘beat of the heart’ in 
the lyric. All the writers had different con¬ 
cepts for the song. It was interesting, 

because, being hired to produce it, I was 
privy to all the song submissions.” 

Happily, DeBelles’s song was chosen; 
now they needed a singer. “There was 
some discussion of the actor, who of 
course wanted to sing it,” says DeBelles. 
"It was decided we needed a real singer. 
I was given 48 hours to find one. The third 
day I was on a plane to Austin [where the 
film was being shot] with the song, 
recorded with seven or eight singers.” 

The director and producers chose 
the version sung by Michael McCarthy, 
a Los Angeles local DeBelles had discov¬ 
ered at an open mic session. DeBelles 
called McCarthy with the news and had 
him flown to Austin. 
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"The next day we were in a 
recording studio, with musicians 
I had never met before,” continues 
DeBelles. "We started doing the 
pre-records. We had to do them 
over two days, with just one day of 
recording.” Several versions were 
required, including the jail cell 
genesis, a club band version, the 
audition for the agent who ulti¬ 
mately makes the character a star, 
and a full recording studio version. 

The sequence of events posed 
some challenges for DeBelles. The 
initial hurdle: How do you pre¬ 
record a song that convincingly 
conveys the act of spontaneous 
composition, yet can still be mimed 
by the actor? 

DeBelles discussed the jail 
scene with the director, to under¬ 
stand “the cadence upon which he 
wanted the song to unfold. In oth¬ 
er words, what were the character’s 
emotions as he was singing it? It 
was a really heartfelt song, erupting 
in the guy’s cell, from a borrowed 
guitar. I said to the director, ‘Direct 
the actor and I’ll conduct the 
musicians to follow suit.’ ” 

“Once we had the start, stop, 
and stumbles on the guitar — that 
were enacted by a very good guitar 

bass player playing the wrong 
changes, added more vocals, and 
some orchestration. 

For the final dub stage, De¬ 
Belles and his mixer, Rick Norman, 
prepared an eight-wide mix. “I re¬ 
ally like stereo," DeBelles states. "If 
it’s a melody, or a vocal, or a 
mono instrument, I like to have a 
stereo ambience. The way I split 
will differ from project to project, 
and, in this film, since it was just 
basically a band and a pop song, I 
had vocals, drums and rhythm, all 
guitars, and the rest of the band all 
split in stereo pairs.” 

“Because of the film format, I 
mix things really wide,” continues 
DeBelles. “Then they can turn it up 
and it doesn’t fight with the dialog 
and the effects. It helps you get your 
music louder! I try to mix it so that 
when I deliver it onto a stage, just 
have the faders at unity straight 
across and everything should just fly 
right in perfectly.” 

The Cinemix, which has upper 
and lower moving fader automation 
plus dynamics, made DeBelles’s task 
simpler. “It used to be a battle, espe¬ 
cially on a project where you’re mix¬ 
ing for surrounds; half the console is 
just monitoring, with separate re¬ 

player— I digitized the performance of the 
guitar and made a little digital object of 4 or 
8 clicks,” he elaborates. “On the stage, I could 
just move the clicks right up to the start of the 
thing, which could then cue the actor. Be¬ 
cause there was no way of anticipating; it’s 
completely random. He’s composing this 
song—it comes when it comes.” 

There were more challenges ahead. In 
one scene the character is performing in a 
cowboy bar and a fight erupts. He gets hit on 
the head and the bass player gets knocked 
over. DeBelles asks, "How do you anticipate, 
when they are shooting it weeks later, when 
the bass player gets hit and when the melee 
breaks out? You end up multitracking the 
mix, splitting virtually everything off, so then 
it’s just a matter of omission. The guy gets hit 
—just duck out the bass.” 

“It was delicious being back in Austin," 
confides DeBelles. "I actually worked ana¬ 
log for the first time in a long time, on an 
Otari machine.” DeBelles’s first choice for 
the project, Willie Nelson’s studio, proved 
to be too much of a commute for the Hol¬ 
lywood executives. DeBelles settled on 
Mark Hallman’s Congress Hall, chosen for 
its tracking room, monitoring, vintage 
equipment, and Hallman’s professionalism. 

At the end of the session. DeBelles left 
with a Pro Tools AI FF file on a Jaz disk. “ I 
flew home with 24 tracks of all the differ¬ 
ent recordings I’d done — all the vocals, 
guitar, and rhythm tracks — and then I 
loaded them into Emagic’s Logic Audio 
and worked with them from there.” 

That’s when disaster struck. De¬ 
Belles discovered that, somehow, the en¬ 
gineer had set up the click track incor¬ 
rectly, and, instead of chasing timecode, 
it had triggered randomly. “Which was a 
nightmare,” he explains. “My plan was to 
replace a lot of the performance with some 
of my own musicians here in L.A., so I 
needed to have a click generated on the 
computer to lock up sequences. 

“Over the course of the song’s three 
minutes, there were thousands of timing 
changes. I spent a full day reclocking the 
songs with a function in Logic Audio called 
Reclock Song. It’s a very powerful function 
that allows you to play and record any¬ 
thing without a click, and then it will cre¬ 
ate a click to the performance. It ultimately 
saved my life.” 

DeBelles replaced the drum tracks 
and the bass when he discovered that, in 
the heat of the moment, he had missed the 

verbs for every stem. When you’re doing 
split mixes, everything needs its own am¬ 
bience, there’s all this extra processing. This 
console has 10 auxiliaries, but you can route 
the auxes to the busses, so it gives you 34.” 

The console’s Advanced Routing Ma¬ 
trix (ARM) puts auxiliary, multitrack, and 
main bus routing under automated con¬ 
trol. "Normally, since it’s a true dual input 
console, I have all my synths coming in on 
the uppers and all my tape returns and Pro 
Tools coming back on the lowers,” notes 
DeBelles. "My engineer has a pretty 
daunting assignment of splitting off and 
bussing things to where they need to go. 
Having the digital routing, the ARM, has 
been a real blessing.” 

An upgrade to Mackie HR824 speakers 
emphasized the importance of good mon¬ 
itors. “With the NS-10’s, there was always 
the lurking Red October low end. You’d 
show up at a dub stage and, ‘Oh my God! 
Where did that come from?’ The Mackies 
are great sounding,” enthuses DeBelles. 

DeBelles is satisfied that, despite the 
hiccups, the project was a success. “The 
remix was done at Todd-AO in Hollywood. 
They got their splits and everything went 
down like a charm.” E® 
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Inside View: Waves Supertap 
Some tips forgetting 
the most out of the 

delay plug-in 

BY RICH TOZZOLI 

Think you know everything there is to 
know about delays? That you’ve done it all 
delay-wise? If so, Waves SuperTap may have 
a few surprises in store for you. This delay 
plug-in offers a variety of capabilities that go 
beyond what’s normally found in a standard 
delay, and allows you to take the concept of 
“delay" to a new level. Let’s take a look at how 
to get the most from this powerful processor. 

First, some background: SuperTap is 
a six-tap delay plug-in that can produce 
analog and tape delay emulations, cho¬ 
rusing, rhythm-based looping, and multi¬ 
tap delay effects. It provides a maximum 
delay time of six seconds (less with mod¬ 
ulation), and all of the taps are “feed-for¬ 
ward," meaning they’re all mixed togeth¬ 
er at the output, rather than feeding into 
each other. SuperTap is more than just a 
simple delay line, though, as it also features 
sophisticated filtering and feedback ca¬ 
pabilities. A low-frequency modulator 
(20 Hz and below) can create small 
changes in the delay time of the taps, pro¬ 
ducing slight changes in the pitch of 
each tap output. 

SuperTap is available for both Mac 
and Windows NT platforms. Mac support 
includes Pro Tools Mix TDM systems, as 
well as RTAS, VST, MAS, and Premiere 
formats. In addition, DirectX applica¬ 
tions for Windows are supported. 

The SuperTap graphic screen is neat¬ 
ly laid out with a Pan Graph, Tempo Section, 
Modulation area, and Gain/Output section 
on top. Below these are controls for the di¬ 
rect (dry) sound, delay lines (taps), feedback, 
mode selection, and an EQ (filter) section. 
I’ll be covering most of the important con¬ 
trols in each area, but 1 won’t be able to cov¬ 
er them all in this article — refer to the 
SuperTap manual for more information. 
There are basically two types of SuperTap 
processing: with long delay taps and with 
modulation. You can also choose between 
two or six taps (two taps take less power and 
memory), and mono or stereo operation. 

Waves has included some great pre¬ 
sets for you, such as 15 ips delay, Spring 
reverb, and Ping Pong, but SuperTap is 
such a powerful program, my recom¬ 
mendation is to use these as a starting 
point for creating your own unique effects. 

GETTING STARTED 
To get started working with SuperTap, 
simply call up the plug-in on a track, or 
bus a track to it on an aux input, then 
choose one of the various versions, such 
as the six-tap, six-second stereo version, 
and away you go! 

First, you have to turn the individual 
taps on, using their On/Off buttons. When 
you turn a tap on, it illuminates three 
things: the On/Off button itself, the delay 
slider, and the tap’s marker within Pan 
Graph (stereo only). You can now drag a 
tap delay slider to set the delay times. Dis¬ 
played inside the slider will be the delay 
time in either milliseconds or note divisions 
(quarter-notes, eighth-notes, and so on), 
depending on the Grid Mode setting, lo¬ 
cated at the bottom of the plug-in window. 

Moving to the Pan Graph, you can use 
the mouse to drag the illuminated tap 
marker to make changes in gain and stereo 
position (rotation) at the same time. (If you 
prefer, you can enter each parameter di¬ 
rectly using the Gain and Rotate controls.) 
Since SuperTap works with mono and 
stereo inputs, the term “rotation" is used 

(rather than pan). Waves uses rotation to 
apply to both mono and stereo input posi¬ 
tioning in the stereo field. As you move a tap 
marker around the Pan Graph, the corre¬ 
sponding values in the delay section will 
change accordingly. You’ll quickly adjust to 
working this way, and it becomes quite easy 
to manipulate your delays. 

In the Tempo section, two modes are 
available: Pattern and Tempo. Pattern 
mode allows you to tap in (click with the 
mouse) a rhythmic sequence, which is au¬ 
tomatically translated into corresponding 
delay times for the taps. In Tempo mode, 
you manually tap in the tempo of the song, 
then manually (using the sliders or Pan 
Graph) set the delay times for each tap. 

As you would expect with delays, 
there’s a feedback section, which you 
must also switch on. There are two feedback 
modes: Tap Feedback and Norm (normal). 
Normal works as you’d expect, simply send¬ 
ing each tap’s output back into its input. 
Tap Feedback is a different thing entirely. 
It has its own delay time, and repeats the 
overall output of the tap grid, allowing you 
to “echo” entire rhythmic tap setups. You 
can apply EQ/filtering to the feedback, al¬ 
lowing for some very creative effects. A Ro¬ 
tate control for the feedback lets you play 
with the panning of the repeats. 

The EQ section provides filters whose 
design is based on Waves’ Q10 equalizer. 
Each tap has its own single-band filter, which 
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the ultimate headphone system. See it at your local dealer, or check out our web site. 

ART 
APPLIED RESEARCH AND TECHNOLOGY 

215 TREMONT STREET 
ROCHESTER, NY 14608 USA 

TEL: 716-436-2720 • FAX: 716-436-3942 
www.artroch.com 

Control 
the voices 
in your head. 

HPFX 
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TECHNIQUES : PLUG-INS 

has a frequency range from 100 Hz to 20 kHz. 
There are six different filter curve types 
available (various shelves and bells). The Fre¬ 
quency button allows you to adjust the filter's 
center frequency, and the Gain button boosts 
or lowers the gain of the filter. Using this sec¬ 
tion creatively, you can assign six different fil¬ 
tered taps to a single hit to create a unique 
multi-tap rhythm. The filters allow you to 
change the tone of each tap, taking things far 
beyond what can be accomplished with nor¬ 
mal delay repeats or delays that simply get 
progressively darker with each repeat. 

STEREO GUITAR DELAYS 
To get some great stereo delay effects on 
guitars, set two of the six taps panned hard 
left and right on the Pan Graph. Next, pan 
the dry guitar as desired on your DAW mix¬ 
er and set the delay levels quite a bit low¬ 
er than the dry source, with the feedback 
turned off. To increase the stereo effect, 
play with modulating the delay times 
slightly or filter the taps to change their EQ. 
This can increase the impression that 
there’s more than one guitar playing to¬ 
gether in very tight synchronization or sim¬ 
ply make the stereo spread seem wider. 

As I’m working on a track in this fash¬ 
ion, I’ll highlight a small selection of the au¬ 
dio and quickly hit the spacebar to start and 
stop playback. This allows me to check the 
delay times, panning, and filtering of the 
taps, and quickly adjust them to fit the rest 
of the mix. In general, anything below 150 
ms of delay will create a nice ambient space 
without a perceptible delay, which usually 
fits into the mix better. I often set my DAW 
to continually cycle playback for the audio 
selection, and move the delay taps in real 
time to get the desired effect set up. 

5.1 VOCALS 
I’ve gotten great results mixing vocals in 5.1 
surround with SuperTap. By taking the same 
approach described above, but assigning the 
plug-in to the rear channels, a vocal can take 
on an incredibly ambient sound, but, again, 
without the delays becoming blatantly no¬ 
ticeable. You notice the delay effect is gone 
when you take it out, but when it's in, it just 
blends into the song’s texture. By automat¬ 
ing various parameters, you can create some 
amazing effects such as tracks and delays 
panning behind your head, having the de¬ 
lays swell in volume on certain lines, and 

having delay times change during the song. 
Once again, experiment with slight modu¬ 
lation and filtering to broaden the effect. 

DRUM LOOPS 
With a drum loop and SuperTap, you can eas¬ 
ily set the BPMs (referenced to quarter-notes) 
by tapping (clicking) on the TapPad in the 
Tempo section with the mouse. The program 
will automatically calculate your tempo 
based on the taps, and you can tap for up to 
two minutes to get a precise value. Of 
course, if you already know the tempo, you 
can enter it directly in the parameter value 
box. For some effective and wild loop sounds, 
I activate all six tap delays, time them rhyth¬ 
mically, and then enable the EQs and set 
them to radically different settings. In this ap¬ 
plication, SuperTap becomes more than just 
a simple multi-tap delay, it’s more of a true 
audio processor and sound-design tool. 

Let your imagination run wild with 
this plug-in — you’ll find yourself taking 
the concept of “delay” places its never 
gone before. It takes time to learn how to 
get the most out of any plug-in, but, be¬ 
lieve me, SuperTap is worth the invest¬ 
ment. Get to work! E® 
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While You Perform, 
So Do We! 

"Hear The Power", . 

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. » * 
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■ 2 x Limiters ■ 2 X Gates 

■ 1 X 32 Midi Channel Controller 

t 
.i -i ■ 2 X FX Units 

■ 2 X 8 Channel A-D 

■ 1 X Digital Patchbay 

■ 1 X MIDI Data Librarian 

■ 1 X 8 Channel D-A 

■ 2 X Compressors 
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SPIRIT BY SOUNDCRAFT TEL: 615 360 047 1. FAX: 615 360 0273 
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DIGITAL MIXING CONSOLE 

Address: 
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Send me a brochure on Digital 328 

The full Spirit Range 

I would use Digital 328 for 

• 20 
• ?5 
• 30 

■ 1 X Timecode 
Reader / Generator 

I re.id the following magazines: 

Name: 

SPIRIT BY SOUNDCRAFT US 
AIR PARK BUSINESS CENTER 12. 1449 DONELSON PIKE. NASHVILLE TN 37217, USA 

Zip code: 

Please send me my free copy of Spirit Digital Guide to Mixing 

Free copy of the Spirit 

Digital Guide to Mixing 

For more information 

http:// wvvvv.spiritbysoundcraft.com 
www.digital328.com 

The Future at your Fingertips 
Embrace new technology and move forward to a console which combines state of the 
art devices in a single unit with the most intuitive user interface in the audio industry to 
date. The Spirit 328 gives you control where it counts. 
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Il U'M"m DESK OF 

“Local” Hero 
Producer/engineer 

John Leckie gives his 
opinionated views on 
recording, as well as 
some of his time-
honored techniques 

BY HOWARD MASSEY 

Every Englishman worthy of the name has 
a "local"—a neighborhood pub that they 
patronize regularly, sort of like the bar in 
Cheers. John Leckie’s local is the canteen 
at London’s famed Abbey Road studios. 

Hardly surprising, actually, when 
you consider that Leckie’s career began at 
Abbey Road in the early 1970s, assisting on 
John Lennon’s Plastic Ono Band and 
George Harrison’s All Things Must Pass be¬ 
fore going onto engineer Paul McCartney’s 
Red Rose Speedway and Pink Floyd’s pre¬ 
Dark Side album Meddle. In the late 1970s, 
he made the transition to producer, work¬ 
ing with some of the premier post-punk 
bands of the time, including Be-Bop 
Deluxe, Magazine, Human League, Simple 
Minds, and XTC. By the late '80s, Leckie 
was working with “second wave" bands 
such as the Stone Roses, Gene Loves 
Jezebel, and The Verve. In 1994, he hooked 
up with Radiohead, going on to engineer 
and produce their critically acclaimed al¬ 
bum The Bends. Leckie was kind enough 
to invite me to his local one evening not 
long ago, where he expounded on his 
philosophy and techniques over a pint of 
Guinness or two. 

When you record backing tracks, are you 
just going for a good drum track, with the 
idea that all the other parts will be 
replaced later? 
No, I like to get as many people as possi¬ 
ble playing together, with the attitude that 
what they’re playing is for keeps. You don’t 
want to set up a situation where a bass 
player, for example, is thinking, "It really 
doesn’t matter if I make mistakes or if I lay 
back, as long as the drum part is okay.” 

If I’m not confident that the band 
can do that, then they need further re¬ 
hearsal to get things tightened up so that 
they can play, at least, bass, drums, 
rhythm guitar, and a guide vocal togeth¬ 
er. If they can’t do that reasonably well, 
ready to be recorded, they should still be 
in the rehearsal room. 

It’s very important, when you’re 
doing a guide vocal, to have the attitude 
of the vocal. You should almost be go¬ 
ing for a keeper on the guide vocal. If 
you’re going to do a guide vocal that 
doesn’t have attitude, that’s going to be 
lazy and not relate to the song, you 
might as well just count bars. I know it 
can be difficult after four, five, ten 
takes, and I know we’re really just trying 
to get the drum track, but the drummer 
is influenced by everything the singer is 
doing. If the singer sounds bored in the 
drummer’s headphones, the drum¬ 
mer’s not going to play so well. 

So you set up the guide vocal as if it’s go¬ 
ing to be a keeper? 
Oh, yeah, of course. I’d say in 50 percent of 
the tracks I record, I use the guide vocal. 
Do you use leakage as a creative tool? 
No, I try to avoid leakage. I might create 
a leakage track, route an ambient mic 
somewhere. It’s better if you have two 
tracks available so you can record it in 
stereo. It’s interesting to put micro¬ 
phones in different places, like on the floor 
or half an inch from the wall, pointed at 
the wall. Crazy things like that — micro¬ 
phones in pipes or in tubes while the band 
are playing. Another thing I’ve done is to 
put an acoustic guitar in an open tuning 
in the key of the part and lean it up against 
the bass amp, then mic it. 
So, presumably, you typically record a 
bass amp track. 
Always both, along with a DI. In 90 per¬ 
cent of the tracks I do, I use both. The 
amp is usually an Ampeg SVT with a 

IN THE BEGINNING: John Leckie got his start assisting on albums such as 
George Harrison’s All Things Must Pass. 
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meet the standard nobody else can match 

In the world of studio recording, video and film, 24-bit res¬ 

olution audio is the new de facto standard - bringing 

recorded sound in-line with the absolute limits of human 

hearing and providing a 256 fold improvement in signal 

definition. 

The DA-78HR takes TASCAM's market leading 8-track digi¬ 

tal DTRS format into the 24-bit environment, providing 

affordable access to this new audio standard for recording 

studios, project studios and home recordists alike. The 

DA-78HR exploits the full potential of 24-bit audio record¬ 

ing to give major improvements in dynamic range and sig-

nal-to-noise performance. All analog and digital circuitry is 

optimized to maximize the 24-bit sonic quality. 

Other advanced performance features include on-board 

digital mixing - with level and pan control - and internal 

digital I/O patchbay, ensuring no loss of the 24-bit sound 

quality when copying or comp’ing tracks. Time Code I/O 

and on-board SMPTE synchronizer, MIDI IN/OUT/THRU, and 

Word Sync I/O enable the DA-78HR to operate readily with¬ 

in existing recording systems with other digital or analog 

multitracks, digital mixers, DAWs or video decks. The DA-

78HK also records locate points and punch in-out informa¬ 

tion onto tape, so that these can be recalled during later 

sessions. 

The DA-78HR is backward compatible with 16-bit DTRS 

recording and locks seamlessly with any combination of up 

to 16 other DA-38, DA-88 or DA-98 recorders, to provide 

integrated digital recording systems of up to 128 tracks. 

-_---ä-. 

TASCAM DA-78HR «, 

i SIT H'GH RESOLUTION DTRS 
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TASCAM I A ZniW 

TASCAM 
a whole world of recording 

The world's first 24-bit MDM is not only 
the world's most cost-effective 

professional 24-bit audio recorder, but 
also one of the finest digital multi-tracks 

ever produced. 

TEAC America, Inc., 7733 Telegraph Road, Montebello, CA 90640 
323-726-0303. web: www.tascam.com. faxback: 800-827-2268 
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FROM THE DESK OF 

slightly thinner, harder sound, while the 
’67 gives you the warmth and a broader 
sound. If you brighten up the '67, it’s to¬ 
tally different to brightening up the '58, so 
sometimes I’ll add a little brightness to the 
’67 and a little compression. But, between 
that combination, 1 find that I can get pret¬ 
ty much everything I need. Again, they 
rarely are used at equal level; sometimes 
I’ll favor the '58 with the ’67 at 10 or 15 dB 
down. Even 20 or 30 dB down, just bring¬ 
ing it in, it's amazing the different color 
you get — how much the tone of the gui¬ 
tar changes. Again, it’s down to decisions; 
even if you decide to record the two mies 
on separate tracks, you’ve got to decide 
how you’re going to monitor the signal, 
where to position those two faders. 

Making records is about making de¬ 
cisions. All the time, you’re making deci¬ 
sions. If you delay those decisions, you pay 
the price of having to sort them out later. 
And they mount up, so the sooner you 
make them, the better. So generally I’ll 
record both mies onto one track and de¬ 
cide there and then how much the ’67 is 
going to add to the ’58; make the balance. 
I’ll devote a lot of care and attention to do¬ 
ing that, even if it’s the first rhythm guitar. 
Because it’s very important — the first 
backing track has to have the attitude of 
being a keeper. 
What order do you usually bring faders 
up when you start a mix? 
I usually bring them all up. I work with as 
many faders up as possible, because 
what you’re doing is making a balance of 
instruments. It’s easy to spend six hours 
fiddling with the drums, but they may not 
work with the vocals and instruments. 
You’ve got to spend six, eight hours fid¬ 
dling with things individually, then bring 
them in together, add in the vocal, decide 
it all sounds terrible, and then start all over 
again! [Laughs.] 
One common mixing problem is getting 
a vocal to sit right with a backing track. 
How do you deal with that? 
It’s a funny thing, because there’s this 
thing about having loud vocals, especial¬ 
ly in the last few years here in Britain; 
everyone likes having the vocal shouted in 
your face. But 1 think everyone’s starting 
to get a bit tired of that — I know I am. So 
I think we’re going to see vocals mixed 
down a bit further. But there’s an art to 
balancing the vocal within the music. The 
main thing is to limit or compress the 
voice, but without squashing the life out 
of it. Be careful of sibilance, but, if you 
have to brighten the voice up, do it with¬ 
out making it sound thin — keep the voice 

sounding warm. With a good singer, a vo¬ 
cal can usually go from recording to mix 
without any EQ. 

Sometimes, with a band, if you put 
the vocal way up high, it doesn’t sound 
like a band anymore — it sounds like a 
solo singer with backing musicians. At the 
end of it, you really want the four in¬ 
struments — vocal, guitar, bass, and 
drums — at equal level, so you can hear 
everything. That’s why, very often, rough 
mixes are used on an album. The idea of 

mix vocals. It’s about making it sound like 
it’s never been touched, even though the 
fader’s going up and down. It’s a great 
technique because all the little secrets get 
revealed. At the ends of lines, a lot of 
singers will trail off, and if you lift the fad¬ 
er 10 dB right at the end of the line, there’s 
lots of things you haven’t heard before, 
and sometimes there’s a lot of character 
in the breath when the singer finishes his 
line; suddenly there are new things hap¬ 
pening in the song. 

a rough mix is simply to 
hear what you’ve got, 
so you make your bal¬ 
ance so that you can 
hear everything. And, 
really, that’s all you 
want out of a finished 
record — to hear every¬ 
thing. The worst thing 
is things getting ob¬ 
scured. People will turn 
the music off when 
they can’t hear every¬ 
thing; when it’s a strain 
to hear what’s going 
on. It’s like watching a 
movie that’s filmed in 
darkness so you can’t 
see what the actors 
are doing. 

In terms of vocal 
compression, some¬ 
times I use the UREI 
1176 full on, with the 
needle pinning all the 
time, but always at low 
ratios. Always use the 
most expensive com¬ 
pressor you can get, 
because there’s a rea¬ 
son why it’s expensive. 

"Making records is 

about making 

decisions. Ify ou 

delay those 

decisions, you 

pay the pnce of 

having to sort 

them out later” 

Do you tend to set up 
two or three generic 
reverbs and route mul¬ 
tiple instruments into 
them, or do you use 
discrete reverbs for 
each instrument? 
I tend to have two re¬ 
verbs, one delay, and 
one special effect — 
flange or chorus. That’s 
the basic setup I would 
use, and I'd send mul¬ 
tiple instruments in. I 
never really use dis¬ 
crete effects; I don’t 
know where that all 
came from, actually — 
perhaps it’s something 
to do with the '80s 
when there was lots of 
equipment available for 
the first time. 

In terms of effects, 
you’re always search¬ 
ing for something that 
catches your ear, 
something that’s go¬ 
ing to enhance the 
song. It’s that little bit 
of magic: Sometimes 

If you only have access to a cheap com¬ 
pressor, you’re better off not using it at all 
on the vocal. It’s worth hiring in a good 
compressor for vocals. 

But the most useful tool for taming 
vocals is automated mixing. I can spend 
up to three, four hours manually riding 
each vocal line, making it sit, getting all 
the quiet bits louder so they don’t disap¬ 
pear — but, again, without changing the 
performance, because once you move 
that fader, the position of the singer 
changes, obviously, which means his at¬ 
titude changes. The big question is where 
you put the vocal up against the snare 
drum, because the snare drum and vocal, 
in rock music, have to fit together. It’s 
where each syllable hit goes with the snare 
drum — I guess that’s what I do when I 

you get a reverb or a setting that seems to 
be made for a voice, and suddenly it all 
fits. That’s really what you’re going for — 
one whole sound. 

Sometimes you can use effects to give 
the impression that there’s even less re¬ 
verb than no reverb! You can actually 
make something drier by adding some¬ 
thing. For example, using the Lexicon 480 
Small Room algorithm, or something 
with an early reflection, 40 ms or so. Any¬ 
thing that’s short and a little bit dark kind 
of makes the sound a little bigger and a lit¬ 
tle drier as well. One thing I like to do — 
which is made much easier by automation 
— is to use a small room on something, 
and then, once the listener is aware of the 
sound, just cut it out, then bring it back in 
again. Whenever there’s a little sibilance 
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William Wittman ¡s a multi-platinum 
Producer/Engineer. former Staff Producer/ 
AS.R Vice President (RCA/BMG Records 
and Columbia/Sony Records), Musician 
and Songwriter. His career truly covers all 
the bases. 

I’ll tell you a secret; I've always had 
3 a love hate relationship with near-field 

monitors. But these LSR’s have changed all 
that. First, they’re just easy to listen to. 
They’ve got plenty of full, real bottom, great 
stereo imaging, and they go loud enough to 
feel right. Plus, they translate incredibly well 
to the rest of the world. They’re just musical. 
Wow; good sounding speakers I can trust! 
It’s love-love. ” 

Pretiles 
The world’s most noted recording 

professionals discuss the world’s most 

advanced monitoring systems. 

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

Since its introduction in 1997, the system-engineered JBL 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. 

LSR 32 LSR28P LSR 12P 

Monitors Whose Performance Profile Was 
Determined By Science, Not Opinion. 

During a half century of building the most technically 
advanced studio monitors, JBL 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 JBL 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 JBL 4200 and 4400 Series that, at 
their launch, actually defined an entirely new 
standard and new category of monitor. Such 
is the case now with the entire LSR line. 

for some of the industry's top touring acts, 
surround systems are his choice for stereo 
5.1 channel multimedia projects. 

LSR 
and 

Joel Jaffe is an award winning Engineer/ 
Producer/Composer and co-owner of StudioD 
Recording, Inc., home to a long list of platinum 
and Grammy Award winning albums and artists. 
Currently, Joel is working on DVD surround mixes 

“The THX Approved 5.1 JBL LSR28P with the 
JBL LSR12P subwoofer provide an extremely 
linear response, great transients and full-frequency 
monitoring in a near-field set up. In addition, the LSR 
speakers allow us to be able to go between stereo 
mixing and multi-speaker formats, which is absolutely 
necessary today in a state-of-the-art studio. 

ALL 
NEW 

LSR 25P 

The Only Workstation Monitor 
Good Enough To Be Called LSR,. 
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FROM THE DESK OF 

or a little something that ends in a sharp 
attack that sets the reverb off, just trim the 
effect send during the mix to where you 
can’t hear it. You've still got the bigness, 
but it never sounds “reverby.” 

You can’t just say that the vocal ei¬ 
ther has reverb or no reverb, because 
there are all these things in-between, like 
the short room and the little delay. I’m 
a big fan of using a tiny bit of rock ’n’ roll 
delay — 250 ms, 400 ms. That delay 
came about from tape echo, and you ei¬ 
ther ran the machine at 15 ips or at 7 1 /2 

ips and you made the delays dull so the 
sibilance didn’t repeat. And just use that 
delay maybe once during the whole 
song; that gives it the mystery —that lit¬ 
tle bit of magic. Because when you hear 
the human voice, the mind instantly 
thinks of it singing in its place, and, sud¬ 
denly, halfway through the song, there’s 
this little other place going on. Suddenly 
you’re not so certain, suddenly you’re 
thinking, "Maybe he’s not there at all." 
Maybe that's what makes people want to 
listen to records again — “Hang on, let 

Ghost gets you 
closer to the music 

H A Harman International Company 

www.soundcraft.com 

When it comes to music recording, sound quality is 

everything. So perhaps It’s no surprise that most of 

the world’s top 

analogue technology 

when it comes to 

mixing consoles. 

Now, thanks to Ghost, you can too. 

Soundcraft +44 (0)1707 665000 

Soundcraft US 1-615-360-0471 (T Soundcraft 

With a pure, sweet analogue signal path, Ghost is 
iw * 
a flexible, instant access, 8-bus console that’s 

ready to work whenever you are. And despite its 

’project studio’ price tag, Ghost is packed with ‘big 

studio’ features like ultra-quiet mic preamps, 

classic ‘British’ EQ, external machine control and 

advanced mute automation. 

So get closer to your music. Get close to a Ghost. 
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me hear that again. Where was that per¬ 
son? Where was he standing?” All those 
things — like in Dark Side Of The Moon, 
where you don’t quite know where the 
vocal is, whether it’s close to you or far 
away from you. 

The whole idea of putting reverbs on 
records is interesting, because it de¬ 
pends on where you play it and also where 
you record it. Different control rooms in 
different studios will make the reverb 
sound different. For instance, if you listen 
in a really small, dead control room, you 
tend to add more reverb than you need. 
When you go to a more live mastering 
room, there may suddenly be too much 
reverb. Through experience, you learn 
those rooms. But the trend now seems to 
be towards bigger, more live control 
rooms, so we’ve got deader records. Peo¬ 
ple aren’t putting as much reverb on 
records simply because they’re hearing 
the reverb in the room, so they don’t think 
they need it. But when they take it away, 
it sounds dry. 
That’s a problem that can be even 
worse in project studios, where often 
the control rooms have minimal 
acoustic treatment. 
That's right. But all acoustic treatment’s 
rubbish, 1 think. I know it’s difficult to 
build studios, but I don’t think you can 
control an acoustic environment. You lis¬ 
ten to records in a normal room, with car¬ 
peting and a sofa and curtains. You don’t 
listen in a room with a hardwood floor, 
bass traps, and a funny-shaped ceiling. As 
soon as I walk into a typical live-end/dead¬ 
end control room with bare floors, I ask for 
some carpets on the floor. The studio 
manager inevitably asks me why, and my 
answer is simply that I listen to records in 
rooms with carpet on the floor. Usually, it 
sounds great, because the room gets 
deader, so you create a brighter mix. And 
when you take the mix away, it sounds bet¬ 
ter because it’s brighter, more radio¬ 
friendly. So, with project studios, don’t be 
frightened to deaden it down. All that thing 
in the ’80s with creating live-end/dead-
end control rooms — it’s all bollocks, re¬ 
ally. All you need is heavy velvet curtains, 
or hang carpets on the wall, and put 
eggshell crates on the ceiling. It’s much 
better than spending a fortune on bass 
traps and fancy acoustic treatment. 

This interview is excerpted from 
Howard Massey’s new book Behind 
The Glass, soon to be available from 
Miller-Freeman Books. 
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• Built-in 2O-gig Ultra-DMA hard disk 

plus front panel bay for additional 

easily available pull-out drives 

• Intuitive analog tape deck interface 

and monitoring 

•Syncs to SMPTE. MIDI.Black Burst. 

PAL & NTSC without extra cards 

• Unlimited HDR24/96 linking! Synch 

48, 72. 96. 128 or more tracks 

• 96kHz upgradable via software 

• Uses Digital 8 • Bus I/O cards 

• 3.5-inch disk drive for software 

upgrades & tempo map importing 

• fast Ethernet port built-in 

• Optional SCSI port 

• Remotes available. 

HDR24/96.24-TRACK 24-DIT HARD DISK RECORDING 
ADVANCED WAVEFORM EDITING. 
NO EXTERNAL COMPUTER NEEDED. fHS 
$4999 SUGGESTED U.S. RETAIL. 

HDR24/96 editing features include 8 

takes per trac* with non-destructive 

comping, non-destructive cut/copy/ 

paste of tracks, regions or super-regions, 

drag-and-drop fades & crossfades. Ix/2x/ 

q 4x/Bx/24x 

waveform 

views, true 

waveform 

» editing 

with pencil
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a ’roducer of the Yeai Grammy win. Now find out his hands-on techniques for success. 
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Walter Afanasieff is, by his own admission, a perfectionist. 
He's also one of the top record producers on the planet. 
Coincidence? 1 think not. For more than a decade, he has 
almost single-handedly crafted a rich pop sound that has 
resonated with millions of listeners around the world. 

A talented multi-instrumentalist (keyboards, bass, 
drums) and self-confessed fan of technology, Afanasieff takes 
a complete hands-on approach to his productions, often 
writing (or, with the artist, co-writing) the songs, devising the 
arrangements, and even playing most, if not all, the parts 
himself— presenting the artist with a complete backing track 
to add their voice to. After working with producer/drummer 
Narada Michael Walden for several years, Afanasieff set out 
on his own in 1989 and almost immediately struck gold, 
working with a then-unknown new artist by the name of 
Mariah Carey. As her career exploded, he soon found him¬ 
self working with an incredible roster of internationally 
renowned artists, including Whitney Houston, Celine 
Dion, Barbra Streisand, Michael Bolton, Kenny G, Peabo 
Bryson, Luther Vandross, Ricky Martin, and Marc Anthony, 
as well as producing the band Savage Garden (Affirmation) 
and creating music for the soundtracks of major motion pic¬ 
tures such as Beauty And The Beast, The Bodyguard, Hurri¬ 
cane, and License To Kill. 

I spoke with Afanasieff just days after he won the ulti¬ 
mate acknowledgment from his peers — the 1999 Grammy 
for Producer of the Year. Soft-spoken and somewhat shy, he 
shared his views about making records and also gave us an 
in-depth analysis of the famed Afanasieff sound. If you could 
bottle it and sell it, you’d make a fortune! 

EQ: Congratulations on winning the Grammy — it had to 
have been an incredible moment in your life. 
Walter Afanasieff: It was one of the greatest feelings I’ve ever 
had. I’ve only been producing for a little over ten years, so 
this was very special. 

I seriously thought that Matt Serletic was going to get it this 
year because he produced the song “Smooth.” It just got so 
many Grammys that night—the whole Santana thing—so why 
wouldn’t it cross over into the Producer of the Year category? 

But finally, for some reason, someone said, “You know 
what? Let’s just give it to Afanasieff.” [Laughs.] 
In some ways, you’re a throwback to the old school of 
production, where you do all the arranging and a lot of the 
writing, often creating entire backing tracks by yourself even 
before the artist sets foot in the studio. Obviously, not every 
producer can provide that kind of "full service” approach; 
especially with the Pro Tools style of recording—a lot of pro¬ 
ducers today are more technicians than musicians. 
But no matter what day or year you’re in, music is music. 
We’re talking about songs, and a record is only as good as 
the song. Sure, you can go and Pro Tool anything to death, 
but, if you don’t have a good song and a good performance 

from the beginning, you’re going to get into trouble. You 
may get away with it once or twice, but you can’t always get 
away with it. So my philosophy has always been, I’m a mu¬ 
sician, this is a really good song, and let’s just take it from 
there. We can either go into a studio with a live band or we 
can go into a studio and sit at Pro Tools all day long. With¬ 
out question, you can do anythingin the studio today. But 
I guarantee you that, without a good song, you’re not go¬ 
ing to have a good production. 
1 gather that arranging is something you take great pride 
in doing. 
There are different ways to produce records. The approach 
depends on the song and the circumstances. Producers 
nowadays can simply be overseers in the studio of how a 
song is going to be finished, without taking any responsibility 
for the creation of the music and the arrangement. I, on the 
other hand, am involved in every single nuance of the mu¬ 
sical performance, from every single guitar lick that’s going 
to be played to every single vocal lick that’s going to be put 
on. I’m sitting there and I’m actually either singing the part 
or I’m making sure that the part the musician created is the 
right part. That’s just the way I do it. Other producers may 
not go that far, that deep, or do that much. 
So you’re really hands-on in every aspect. 
Not just hands-on; I pretty much play every part, especial¬ 
ly if it’s a song done on a sequencer. If I have to go into the 
studio and do an orchestral overdub, I’m responsible for sit¬ 
ting with the arranger and creating the arrangement with 
them. And then, if there are guitar players or background vo¬ 
cals or anything else to do in the live domain, I’m pretty much 
there, creating those parts. I don’t see how I can be any less 
hands-on than I am. Though, sometimes, it’s down to the 
guys you have around you; if you have great programmers 
and great musicians and great everything, you can actually 
just hang out in the back and talk on the phone! [Laughs.] 
But I imagine the total hands-on approach can limit the 
scope of artists that you might work with, simply because 
there are some artists that wouldn’t be willing to give up that 
degree of control. 
That’s true, but other artists actually would flock to some¬ 
thing like that. A lot of artists like the way I do things because 
they trust me. They just give it all up to me and they say, “You 
know what? When you do your music, I’ll come in and I’ll 
sing my song, and then I’m going to leave a happy person.” 
You have to differentiate between the two types of artist. 
There’s the Mariah Carey, and then there’s the Celine Dion, 
and those two are very, very different artists. Mariah writes, 
co-produces, is there from every step; she’s there, no ques¬ 
tion. Celine Dion — she doesn't write, she doesn’t produce, 
she simply picks the songs that she likes to sing and trusts 
her producers to come up with the right track and she walks 
into the studio, does her vocals, and then leaves. Which 
doesn’t make her any less of a talent, of course. 
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IMatrail 
Do you think there’s a “Walter Afanasieff sound?” 
Yeah! I know there’s a sound, because I repetitively use cer¬ 
tain tastes that I have. I have a sound because I like certain 
textures to go with other textures: I like big drums; I like re¬ 
ally big background vocals; I like huge rock guitars — even 
if it’s a really light R&B song, I’ll put really big rock guitars 
on it. And I like big orchestras. I like to go really big where 
it needs to be big and really small where it needs to be small. 
And I think that, in a lot of the last ten years, specifically in 
pop ballads, I sort of came up with the tympani roll that goes 
into the big bridge, power chords coming in, cymbal swells 
— little things that make it my niche. 
And, very often, it’s the little things that make a record — 
it’s all in the details. 
I totally agree. When you listen to a Babyface record, you 
know it’s a Babyface record. He has an electric Rhodes pi¬ 
ano sound that he loves to use, he has an identifiable drum 

groove and drum sound, and he has that unmistakable 
wall of Babyface vocals that he puts down in every one of 
his songs. So he definitely has his sound. When you listen 
to a David Foster production, you have this signature big-
time Chicago-sounding thing. And I think that, similarly, 
when you listen to my productions — when you listen to 
“My All” or you listen to “Hero,” or you listen to “My Heart 
Will Go On” — you kind of know that, well, yeah, there’s 
that tympani roll, there’s that cymbal swell, there’s that big 
power chord, and there’s that big wall of backgrounds. I’m 
flattered that other guys out there are now trying to sound 
like me, whereas, for a few years, I was maybe trying to 
sound like someone else! So we sort of pass the baton back 
and forth. It’s kind of good but it’s kind of bad, and I know 
that I’ve been guilty of doing it. I’ve had records where I’ve 
tried to sound like Babyface and I’ve had records whete 
I’ve tried to sound like David Foster, and so forth. 

Just as, when you started in 
the ’80s, everybody was chas¬ 
ing that classic big stadium 
sound. 
Absolutely. We all have our 
bible, of sorts. In my bible are 
my favorite recordings. My ul¬ 
timate bible, and my ultimate 
guru of music, period, is 
George Martin. I can’t tell you 
how much influence he had on 
me. Anybody who needs to get 
anything out of music, go listen 
to all The Beatles records. It’s 
all there for me. For some 
people, their bible piece of mu¬ 
sic is the Beach Boys’ Pet 
Sounds. To me, it’s not; I don’t 
go there when I want to refer or 
refresh or inspire my soul to 
create music. I go to other 
places — mostly, I go to classi¬ 
cal music. I can put on a 
Chopin piano and I get in¬ 
spired to play the piano parts 
on my next project. Or I listen 
to Rachmaninoff for some 
beautiful orchestral ideas that 
I want to put down. It’s things 
like that, very personal things. 
What are the most inspira¬ 
tional Beatles tracks for you? 
When I moved to America, I 
was four or five years old and I 
didn’t even speak English. I’ll 
never forget this AM radio my 
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parents bought — it had a white dial and it was really old. I was 
thumbing through the stations, and The Beatles were playing “She 
Loves You.” And that was it—that was exactly the moment in time 
that I knew that I was going to be in music for the rest of my life, 
all because of this song I was hearing. And when Sgt. Pepper came 
out—to me, that was the most significant recording of all time. For 
George Martin to create that piece of work on four tracks—that’s 
history. In my opinion, nothing else has been done that’s greater 
than that. I think nowadays, when we look at our studios and our 
Pro Tools and our 96 tracks over here and hundreds of tracks over 
there flying around — 1 mean, come on! So for this guy to do a Sgt. 
Pepper in four tracks? 
Both George Martin and Geoff Emerick have said that if Sgt. 

singer really just wasn’t giving me what I felt was good enough. 
We’re talking about a situation where the inability of the singer 
comes through and it’s up to me, as producer, to say, “You’re just 
not giving it tome yet.” That, in combination with their own in¬ 
security: “I can do it better, please let me do it better.” But you're 
so free to make decisions now because you have the technology 
to support you — whatever you want to do, it’s there; it’s never a 
situation where you don’t have any more tracks available. That 
doesn’t exist anymore. 
When you’re doing an arrangement on a song, is it typically done 
with input from the singer, or do you do it by yourself beforehand 
and then just present it as a done deal? 
There’s two ways. If I’m co-writing with the singer, they know what 

Pepperhad been recorded on 24-track, 
it wouldn’t have turned out as well be¬ 
cause the limitations of 4-track forced 
them to make decisions and not put 
them off. Do you find that artistic re¬ 
strictions of choice can help the creative 
process? 
I’m sure they’re correct — we have too 
much choice today. We have so much 
freedom, so much room for error, that, at 
the end of the day, it’s not about aes¬ 
thetics, it’s that we didn’t do it right—we 
went too far, we did too much. There are 
times when I wish I had the same cir¬ 
cumstances George had during Sgt. 
Pepper. I wish that the singers didn’t 
come into the room and say, "I want to 
do twelve more tracks, I’m not happy 
with this." Okay, you can do twelve more 
tracks and 1’11 spend six hours comping 
the twelve more tracks you just did, but 
I know that we already have what we 
need. “No, just let me do twelve more.” 
Then after that, they’ll decide to do 
twelve more. I’ve had that with artists, 
and I've ended up with literally 70 tracks 
of vocals! That’s absurd — to have a 
singer do 70 tracks of vocals because 
they’re insecure in the way they sing and 
they’re not letting you, the producer, take 
it and go with it in the way you believe it 
should be done. Then it becomes pan¬ 
demonium, and, at the end of the day, I 
wish there were just a 4-track machine 
sitting in the corner and you just need¬ 
ed to do one track, and I would have 
punched in what I didn't like, and you 
would have gone home. 
When an artist is doing 70 takes, is it be¬ 
cause they’re trying to achieve technical 
perfection? Surely it can’t be to capture 
an emotion, because with so much rep¬ 
etition, the feel’s got to start evaporating. 
It can happen when the producer is seek¬ 
ing to get something that he just cannot 
get out of the singer. Personally, the only 
time I've had to do that is because a 
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the arrangement is because that’s how we wrote it. Then it’s 
up to me to give them tracks, and it’s up to them to say, "This 
is great,” or "No, it’s not good enough,” or whatever. But, 
usually, I like to do everything all by myself and give it to the 
singer, and usually I believe in what I do enough to know that 
it’s going to work at the end of the day—that they’re going 
to love it. Sometimes there’s an element of surprise that 
doesn’t work in my favor—sometimes the artist will say, “I 
like it so much that I want it twice as long,” or “Do you think 
we can change keys at the end?” Then it’s a matter of going 
back to the computers and rearranging things. But, for the 
most part, I like to have everything pretty much done before 
the singer sets foot in the studio. 
What sort of tricks have you come up with eliciting the best 
performance from a singer? 
It’s quite a bit to do with their 
space. They’re very insecure, very 
gentle creatures, these singers. 
[Laughs.] You pretty much have to 
be able to be their doctor, their 
spiritual advisor, their psycholo¬ 
gist, their bartender. You have to 
be all these personalities, and you 
have to stroke their egos just 
enough for their security, and you 
have to be able to solve problems 
that they’re coming up with — 
even problems that may not truly 
exist. I’ve been in situations before 
where there really was no problem; 
where the singer was creating a 
problem out of their own pande¬ 
monium or insecurity. Then it’s 
simply the way that you solve it — 
by saying, for instance, “Well, let’s 
try a different pair of headphones,” 
or "Let’s try a different micro¬ 
phone; maybe this one will be 
better for you,” even though there really isn’t anything 
wrong. So you do this little thing where you just kind of keep 
stroking them; you’ve just got to keep taking care of them 
and pampering them. 

Not that all singers are these types of people; most 
singers are completely professional, dedicated hard¬ 
working people that walk into a studio and say, “Tell me 
what to do; I’m here for you, man.” Other times, well, it just 
isn’t coming out right. And when they hear that it’s not 
coming out right, there’s nothing bigger or deeper than that 
singer getting into a funk. [Laughs.] But when you’re deal¬ 
ing with musicians, you’re dealing with gentle souls. We’re 
all from the same tribe; we’re all trying to do something 
that’s art. We’re doing it to please someone else; we’re all 
here for that one reason. Maybe your form of pleasing 
someone is to get a number one record, or maybe you just 

want to get that pat on the back from your fellow musicians 
who say, “Man, that’s some great sh*t.” This is what I live 
for. I don’t live for my position on the chart or how many 
copies have sold, how much money I’ve made. My reason 
for doing it is to get that musician guy to say, “That sounds 
really good, man” — I love that. But we’re all here to do that, 
so if it’s not coming around, we feel like sh*t, we want to 
go run back home. So you’ve got to be able to anticipate 
it and know how to handle it. 
What do you do when you and the artist are seeing some¬ 
thing in completely opposite ways? 
If I feel that what we have is there and we don’t need to do 
another take, but the singer feels that they can do it much 
better, my answer is, “Well, please, go out and try it.” In my 

mind, I’m thinking, let them do it and 
then I’ll A/B it for them and pretty 
much the argument is won over what’s 
right. And sometimes they go out 
there and nail it better than I would 
have liked! 

But if the singer thinks they’ve giv¬ 
en it their best and I still feel we need 
to do more, that’s a different kind of 
problem. At the risk of sounding a bit 
graphic, if someone thinks they’ve shot 
their wad, you can’t just go out there a 
minute later and say, "Can you shoot 
it again?” [Laughs.] So that becomes a 
problem — how can you ask this giant 
superstar person to do it all over 
again? That can be a bit difficult, but 
usually it’s me knowing what they’ve 
done is so phenomenal [and them 
wanting to try another take]. 
Do you engineer most of your own 
productions? 
Only when it comes to the mixes. It’s 
not engineering in the sense that I 

don’t know anything about the mathematics and science of 
limiters and compressors and gates and miking techniques 
and EQ and all that. I’m not that kind of person, but I do know 
that certain parts of mixes require a real hands-on approach 
just to ride those keyboards or bring up that orchestra in that 
perfect way or to make those drum fills a little bit more the 
way I hear them. Other than that, I completely trust the 
engineers that I work with. My main engineer is Humberto 
Gatica. Over his career, he’s developed such a profound, 
interesting sound, and, for live recording, there’s no one 
better than Humberto. He’s just the purest, most knowl¬ 
edgeable gentleman in the studio, and he’s full-on. There 
are no pretenses; he really knows what he’s doing [see the 
story on Humberto Gatica in the January 2000 issue of BQ]. 

The second person I’ve been working very closely with, 
who is a masterful, masterful engineer, is Dave Reitzas |see 

"You have Io be able Ie 
solve problems tbat [tbe 
singers are] coming op 
with - even problems 
that may not truly exist." 
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WalterAteeff 
the July 1999 issue of EQ]. Dave has gone inside of that com¬ 
puter, he’s gone inside of that Sony 3348 digital multitrack 
machine, he’s gone inside of that SSL console, and he knows 
every single thing about these pieces of equipment, to the 
point where there’s not a second wasted of him trying to 
figure out how to make something work. And he’s a won¬ 
derful musician. He knows music to the point where he 
anticipates what you’re going to say — he’s already there, 
unlike any other engineer I’ve worked with. He knows how 
to read your mind, because he’s a super musician and a 
super technician and a super engineer. 

And Mick Guzauski is pretty much the only guy that I 
would ever let mix a record for me with me not in the stu¬ 
dio with him. 
That’s quite a compliment. 
I’m so into mixers right now. To me, Chris Lord-Alge is an in¬ 
credible mixer; Dave Way, who mixed the last Savage Gar¬ 
den album for me—he’s a wonderful mixer. One of the more 
up-and-coming guys who works in my studio is Dave Glee¬ 
son, who’s just wonderful. And then there are other people 
I adore who I just haven’t gotten a chance to work with yet 
— for example, I really, really want to work with Al Schmitt. 
One of the hardest things to accomplish in a mix—especially 
when there’s a dense backing track—is getting the lead vo¬ 

cal to sit right. A number of engineers have given me tech¬ 
nical solutions to that problem, but have you come up with 
any arrangement ideas that can accomplish the same thing? 
There used to be a lot of truth in the statement that you 
could “fix it in the mix,” but that’s obsolete; you really 
can’t say that anymore. It’s got to pretty much be there 
at the time we’re doing a vocal. If it’s the right micro¬ 
phone, the right EQ, the right reverb, then you’re safe. 
Then when the mix comes, it’s just a matter of riding the 
vocal. To me, it’s not a matter of changing it afterwards 
in the mix; if it’s not done right during the recording, then 
I don’t know what you can do. 
Are there ever times when you’ll change the arrangement 
afterwards because the vocal didn’t seem to be sitting well 
in the framework that you originally created? 
Not too many times. I think that the only problem we’ve ever 
had is if there was a bareness to the track when the vocal was 
actually done. Where it sounded pretty good at the time, but 
then, when you started filling up the whole thing with back¬ 
grounds and orchestras and guitars, we’d get into a situa¬ 
tion where the vocal needed to sound bigger and stronger. 
Then you have to start making the engineer do a little more 
work. Sometimes it becomes a little dangerous there because 
you start having to take away certain musical things that 

you’ve done since the vocal was done. But 
pretty much the rule of thumb is, “It’s got 
to sound like it’s supposed to sound when 
you’re actually cutting the vocals.” 
At what point do you lay the vocal 
down? What instrumentation will have 
been recorded beforehand and what 
goes on afterwards? 
Sometimes it’s actually the whole track; 
sometimes it’s just the basics; sometimes 
it’s just the basics with a good background 
section there to support the singer so the 
singer can go off and improvise, doing 
licks during the out choruses. I record 
background vocals before the lead vocal 
because I’m confident that the singer is 
going to love them, but it’s kind of a hit-
or-miss thing. Background vocal ses¬ 
sions are really, really expensive. I don’t 
know why that is, but it is. I’ve yet to de¬ 
termine why a background singer can 
come in and sing for five minutes, and just 
because the song is a certain length and 
because you used a certain amount of 
tracks on it — damn, these people make 
a lot of money! [Laughs.] 

But we pretty much commit—and it’s 
a very expensive commitment—to putting 
the backgrounds down before the singer 
comes in to do their vocals. That’s kind of a 
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dangerous move, because if they don’t like the backgrounds, 
or if they want to do the backgrounds themselves, or if the back¬ 
grounds aren’t right, you’ve got to go in and do them again, 
and it’s usually a big deal because it’s a lot of money. But, if it 
works, it works great, because now the singer doesn’t have to 
sing where he thinks he has to sing; 
now the singer can do a lick up here 
or a harmony over there. It becomes 
more fun and more creative. 
Do you tend to use the same backing 
singers for every project? 
I do. I have two groups of singers 
that I use — the San Francisco 
group and the Los Angeles group — 
though it usually is the San Fran¬ 
cisco group that I use. I have 
created what I consider to be a mas¬ 
terpiece sound and technique with 
my background vocals. I have two 
guys and two girls, and we usually 
have the four of them sing a par¬ 
ticular part in unison, and then I 
usually double, and then I go and I 
add a harmony that they sing in uni¬ 
son and then double. Sometimes 1 just have the guys sing, 
and sometimes just the girls. This technique and this sound 
— in my room with my microphones — is really pleasing to 
me. Listen to the end title song in the movie Hurricane: it 
sounds like a 100-piece gospel choir, but it’s just the three 

or four people that I use. So I'm kind of married to that; I al¬ 
ways want to do it, and I always depend on it. 

But I’ve (also] been realizing that there’s so much in the 
artists themselves singing their own backgrounds. On the Sav¬ 
age Garden album, Darren (Hayes] sang every single part— 

it was like walls of background. 
A lot has to do with how the backing 
singers blend with the lead singer’s 
voice. 
The blend, absolutely. Though not 
every lead vocalist can do their own 
backgrounds. There are some people 
out there who sound horrible singing 
their own backgrounds; I don’t think 
Michael Bolton is known for singing 
any of his backgrounds, because he 
just doesn’t sound good doing it. 
Luther Vandross never sings any kind 
of a background. They’ll do har¬ 
monies with their own leads, but 
that’s just a perspective that lead 
singers do. With Darren in Savage 
Garden, it just sounded so great. 
Doubling, tripling, backgrounds, har¬ 

monies, everything—it’s just all Darren. Other singers need 
to have that really good background action, those back¬ 
ground vocals. 
So, on each take, you have the group of four backing singers 
sing a unison note? 
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Pretty much, unless they physically can’t go that low or that high. When you 
hear the total, though, there’s a lot of harmonies going on. In the old school, 
you have your baritone, your tenor, your alto, your soprano voices in there 
— be it three or four voices — and they’re all singing their parts. And you 
would never ask a baritone to sing a soprano part, and you would never ask 
a soprano to sing an alto or baritone part — it’s just never done. But why not? 
I’ll ask that baritone guy to sing in falsetto |in order! to sing the soprano part. 
So the guys are all singing falsetto, and the girls are all singing down low, and 
it’s just a really good way to get different textures and tones in your back¬ 
ground vocals. Plus, the singers really have fun doing it! 
So the way you build up your chords is that each track has a different note. 
I’ve done songs where all four singers do one unison part, then we double that, 
we triple it, and we quadruple it. So one line, one part, all unison, now becomes 
sixteen voices singing the one note. Same thing with the next harmony up: All 
the same four voices sing the same harmony note, four tracks of that. So that’s 
another sixteen voices doing that harmony. And then we do another harmo¬ 
ny and then we do a lower harmony, and then just the guys — because the girls 
can’t sing that low — give me some really low notes. 

Part of the reason for this, simply put, is that my level of perfection is un¬ 
like anyone else’s. I just don’t like the human error; I don’t like the human part 
of it as much as I like the real, nailed, in-tune, perfectly executed part. I would 
love sometimes to put everythingthrough a computer and Autotune and clean 
it up and quantize it and fly it around left and right, because I really like that very 
clean, very precise style of recording. So to have three or four singers out there 
with each one singing different parts, they’d have to be the greatest singers in 
the world to me because, sometimes, somebody’s going to be a little flat while 
the other three are perfect — and then you’ve got to do it again. And I just don’t 
have the patience for that. [Laughs.] 
Based on your records, I would have guessed that you were a perfectionist in 
the studio. There’s a real polish, and there’s no question that what you’re hear¬ 
ing is a production, as opposed to a capturing of a live performance. 
Well, when you start doing things on your own, you get into thinking of ways 
of doing things perfectly. You’re in that school, and that’s where I found my train¬ 
ing. My school days were when I was in the studio with Narada Michael Walden, 
sitting with my computer or my (Akai] MPC60 or my Fairlight or Synclavier. We 
were already being taught to be perfect, because that computer was making it 
perfect; that keyboard is already in tune perfectly, and we were all doing things 
pretty much with perfection in mind. Then, when you finally get out there in the 
main professional workplace, you don’t really like to hear something that’s out 
of tune; you don’t really like to hear something that’s out of time, because you’ve 
been taught not to do it that way. 

On the other hand, a lot of people have been brought up in the live band 
domain. Recently, I’ve been working with this group Train. There are five 
guys in the group, and all five of them are live musicians, and there’s for¬ 
giveness, there’s compromise, there’s all these human allowances. They’re 
not all playing in tune and they’re not all playing in time — they’re not all 
doing it completely like my computers have always been doing it. So now 
I need to go, “Wait a minute — are they doing it wrong, or am I hearing it 
wrong?” [Laughs.] Do I make them do it again and make them do it so good 
and so clean and so polished that it takes away from their live thing, or do 
I have to do it so I allow for their own human mistakes to sort of be what 
their sound is? If you listen to Crosby, Stills, Nash and Young, they’re not 
singing completely in tune, and that’s the reason they sound the way they 
do. But sometimes you do hear live recordings and it’s like, man, they’re 
singing perfectly and playing perfectly. Is it because Mutt Lange sat there 
for months and months and months making AC/DC or Def Leppard do it 
again and again and again until it’s completely right and in tune and in time? 
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I don’t know. My training, my school, 
has come from listening to perfect 
recordings and then trying to create 
them on computers . Technology sort 
of prevails in my life. I appreciate the 
philosophy that, if you’re doing your 
job right, then you’re going to do it 
perfectly. If you’ve learned to sing cor¬ 
rectly, you’re going to sing in tune; if 
you’ve learned to be a masterful mu¬ 
sician, you’re going to play in time. 

I f the performance isthere—¡fit’s 
evoking the correct emotional response, 
making you smile or cry — but it has 
technical imperfections, will you have 
the artist do it again? 

No, no, no, no. On Savage Garden’s 
record, there’s a song called “Two Beds 
And A Coffee Machine.” The song is a 
profound ballad — it’s a really moving 
piece of music, and it’s a very emotion¬ 
al subject. It’s very poignant and very 
dramatic — it’s about spousal abuse. 
And none of us were actually ready for 
Darren to sing the song — we were just 
doing the music recording; 1 was in the 
middle of doing piano. He said, “Let me 
just put down this guide vocal so every¬ 
one can build on top of it,” and I said, 
okay. So we just ran out there into the 
room and put up any old microphone, 
and there were no baffles and it was 
really not done in the way you would 
normally do a vocal in any sense of the 
word. In fact, I can’t even remember if 
there was an engineer in the room! Any¬ 
way, he went out there and he sang the 
song and everyone in the studio was just 
moved to tears — we were just sobbing. 
At the end of the day, that was it — that 
was the vocal that was on the record be¬ 
cause he could never ever do that again. 
It was the first time out of his body, the 
first time into our ears, the first emotion, 
the virgin part. If a plane crashed in the 
room, I would have kept it! [Laughs.] 

So you strive for technical perfec¬ 
tion, but if you get that magical perfor¬ 
mance, you go with it anyway, even if 
it's not perfect. 

I think what I’m saying is that every¬ 
one should really learn their craft so that 
when you do need that magic perfor¬ 
mance, it would be done masterfully. 

But there’s a very fine line between 
chasing perfection and polishing the life 
out of a track. 

Yeah, there’s no question that you 
can make an orchestra play so many 
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utopia 
story & photos I by Mr. Bonzai 

Legendary performer/producer 
Todd Rundgren muses on recording 
technology and the impact of the 

Internet on the industry 
•••••••••••••••••e 

Over the past three decades, Todd Rundgren has carved out a unique niche in mod¬ 
ern popology as a gifted artist, inventive engineer, provocative producer, and 
pioneer in rock video, interactive music, and the Internet. Today, he spends much 
of his time at his command center in Hawaii working on his own projects and, 
recently, producing such acts as Bad Religion. 

Born in Philadelphia, Rundgren formed the progressive band the Nazz in 1967, 
scoring regionally with an early version of the later hit “Hello It’s Me.” The band 
broke up in ’69 and Rundgren put together the studio band Runt, which hit the top 
20 with 1971 ’s "We Gotta Get You A Woman.” He then began an association with 
manager Albert Grossman and the new Bearsville Records, which led to produc-
ing/engineering Badfinger, James Cotton, Paul Butterfield, the New York Dolls, and 
Grand Funk Railroad, among many others. 

In 1972, Rundgren produced and engineered his solo album, Something/Any-
thing, on which ne played most of the instruments, stacked up his vocals, and mixed 
a modern masterpiece which yielded the hit singles “I Saw The Light” and 
“Hello It’s Me.” His following grew. In 1974, he launched his band Utopia and the 
fan base expanded even further. Along the way, he produced Meat Loaf’s Bat Out 
Of Hell (1977), one of the best-selling albums of all time. 

In the '80s, Rundgren continued with his own recordings, as well as produc¬ 
ing such groupsas Cheap Trick, the Tubes, XTC, and The Psychedelic Furs. He ex¬ 
plored new media with video and computers, creating a backdrop for his one-man 
shows, which were augmented by pre-recorded audio. In 1993, he released No 
World Order, reputed to be the world’s first interactive music-only CD, and in '94 
played ten shows in a special pod pavilion at Woodstock II. 

We met at his home in Hawaii and discussed his past, the present, and his plans 
for this freakin’ new millennium. 



utopia 

Mr. Bonzai: Could we call this your “studio”? 
Todd Rundgren: Well, I don’t really have a studio, perse. 
Ideally, I have to find a space that 1 don’t have to share with 
the rest of the family. This setup is mostly for mixing. 1 am 
doing a little bit of recording here for myself, but the CDs 
I’ve done recently have been tracked and overdubbed in 
other locations in Hawaii. 1 usually just rent a house, and 
in one case we rented a project studio that someone had 
built in their basement. For the Bad Religion album I 
produced last summer, we rented a converted barn near¬ 
by that is mainly used by photographers — high ceilings 
and cement floors. 
What records have you made during the past year? 
I produced Bad Religion and the second album from a 
band called 12 Rods on B-12 Records, and, at the same 
time, I have been working on a long-term dance-tech¬ 
no instrumental project with composer Michael Gal¬ 
lagher. It’s a mixer’s record. 
In your entire career, which are the albums you are 
most proud of? 
Well, I consider pride a sin, so I don’t catalog the albums 
like that. There are albums for which I set certain goals, 
and got very close to the goals — in some cases, certain 
aspects of the projects exceeded the goals. Albums by XTC 
come to mind, and any of the albums where my influence 
had more than a custodial effect on making the record. 

In the case of some records, the artist has a very 
strong idea of what is to be done, and that’s fine. In oth¬ 
er cases, the artist has very little idea of what’s to be 
done, and that’s fine, too. But those aren’t the kinds of 
records that I feel are the best records for me, from the 
standpoint of either production or what I would do as 
an artist myself. This is because there are compromis¬ 
es in there — I have to contribute more than I normally 
might as an artist, and at 
the same time, I don’t 
have the last word in 
terms of what’s there in 
an artistic sense. 

It’s hard to avoid 
mentioning an album like 
Bat Out of Hell, not for the 
fact that it was so hyster¬ 
ically successful, but be¬ 
cause I did it for com¬ 
pletely other reasons and 
it seemed to have 
achieved those goals in 
the process. I did it be¬ 
cause it didn’t seem like 
any other producer would 
do it with any enthusi¬ 
asm. I approached the 
whole album as being a 
spoof on Bruce Spring¬ 
steen. That’s what it 
seemed like to me, and 

that was the principle influence. Bruce Springsteen was 
on the cover of Time magazine and had all this other vis¬ 
ibility, and it was all being taken so seriously. No re¬ 
flection on the quality of his music, but I thought it was 
a great opportunity to do something in the pop cultural 
realm, rather than simply making a record. I had no ex¬ 
pectations that it would be so commercially successful. 
The songs were so freakin’ long, but that was what sold 
it in the end — those shaggy dog jokes. Long songs with 
goofy punch lines at the end. 
Are you still making big bucks off that album? 
No, as a matter of fact I am not making any bucks off 
that album. There was a legal confrontation with Sony 
— who had inherited the CBS catalog — over discrep¬ 
ancies in how much royalties had been paid. Essentially, 
I sold my participation in the record back to the label 
because I didn’t want to spend years in court and hav¬ 
ing to pay for it. 1 essentially cashed out and used it to 
buy my stake in Hawaii. 
Do you do most of the engineering as well? 
Yes, it keeps me awake. [Laughs.] 
How did you learn about engineering? 
I learned about engineering around the same time as 
I learned about producing. When 1 was in the Nazz, I 
payed close attention to what was going on, but was 
very satisfied with the kind of engineering that we got, 
so I wasn’t aching to get my hands on the board as long 
as the engineer did the right thing. But after we did our 
first real album, we had a producer come in and just 
kind of whip through the mixes — which is not what 
we were looking for. I wound up going through the 
mixing process, which means you are on the other side 
of the board. It was the first time that I focused in on 
what was involved, and started putting my hands in 

there. By the time we got 
to the second album, 1 
pretty much wound up 
mixing the whole thing, 
as well as producing it in 
conjunction with the rest 
of the band. 
Chris Stone, founder of 
the Record Plant, once 
told me that you used to 
come in every day and 
blow up the speakers. 
Well, 1 was one of the first 
clients in there, but with 
Hendrix working there as 
well, the speakers were 
probably gone on a night¬ 
ly basis. Prior to that, 
most of the studios didn’t 
have anything approach¬ 
ing what most bands 
were producing on stage. 
When you saw those 
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stacks of amps, you had to have them and then sud¬ 
denly you go into the studio and everything sounds 
puny because they were used to doing R&B records on 
little Altec 12-inch speakers with little tweeters. 

In most cases, the technology was skewed toward 
no distortion — keeping everything well below the lev¬ 
el of distortion. In performance, it was all about loud¬ 
ness and distortion. Then there was an evolution in the 
studios, and I got in there fairly early— 1968 was when 
they opened the doors at Record Plant — for my very 
first production where I picked up on engineering. They 
had a new custom-built console in the front room at the 
time, and the engineer had never used it before. I de¬ 
cided to do it myself, and my first 
production was also my first al¬ 
bum where 1 engineered from 
beginning to end. It was called 
American Dream, after the Nazz 
broke up and I went to work with 
Albert Grossman. This was one of 
the first releases on Bearsville 
Records — it was Ampex Records 
at the time. 
Leaping across 30 years of engi¬ 
neering, do you find that the 
technology serves you better or 
worse today? 
I am very happy with the tech¬ 
nology today; the flexibility and 
the ability to approach the sound 
that you want. Everything is bet¬ 
ter than ever — particularly with the digital world. 1 did 
a project in 1998, and after that I swore 1 would never use 
tape again. I haven’t used tape in any substantial way 
since. If I have a problem with equipment and it's my 
project, I can live with it. But if I am in there and it’s all 

about the artist’s state of 
mind and getting a perfor¬ 
mance out of them, I don’t 
want to deal with equip¬ 
ment problems. The new 
technology makes the 
process go a lot faster, and, 
personally, I have always 
campaigned against that 
inertia that makes albums 
take longer and longer to 
produce. In the end, it is 
questionable whether the 
time was well spent. 

Either it doesn’t seem 
to be economically in bal¬ 
ance, or, in many cases, 
people move away from 
their ability to actually per¬ 
form a song. 1 think there is 
a narcissism that artists 

can develop in the studio from listening to themselves 
too intimately, and not realizing why other people lis¬ 
ten to music, what other people appreciate in music. 

1 have a very strict formula, an upside-down pyra¬ 
mid in terms of what’s important. The most important 
thing is the song. If you have a great song, there is a 
whole lot of slack you get everywhere else. Then it has 
to be performed as if you are interested, with some sym¬ 
pathy to the song. The performance doesn't have to be 
perfect — it just has to be sympathetic to the song. The 
very last thing that people care about is the sound. 
Sound is the most subjective thing there is about a 
recording, and, if you compare two hit records, you find 

that they may not sound anything 
alike. How can they co-exist as 
hits? It’s because the sound is 
completely subjective. 

The worst thing in the world 
is getting into the studio with 
someone who is just anal about 
the sound. The best thing about 
this digital methodology is that 
you never get locked into any¬ 
thing. You start with the raw ma¬ 
terials and everything beyond 
that is completely re-config-
urable. As long as you get the per¬ 
formance, you can defer that 
sound stuff — it’s completely 
flexible. This technology makes 
the entire environment so easy to 

package and transport. “You don’t like the way I mixed 
it? Take it and put it on a system similar to this one and 
just mix it to death until you are satisfied.” 
What are you mixing on here today? 
[Digidesign] Pro Tools’ latest setup — not the biggest, 

“Everything is better than 
ever-particularly with 
the digital world. I did a 
project in 1998, and after 

that I swore I would 
never use tape again.” 
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but the latest. Pro Toolsl24 MIX, 64 channels si¬ 
multaneous recording. Virtually unlimited virtu¬ 
al channels, running on a 350 MHz G3. DSPs are 
on cards. Pro Controller unit, which is essential¬ 
ly eight virtual faders and a bunch of stuff to con¬ 
trol the software. Multisync flat screen monitor. 
Five Miller & Kreisel speakers for 5.1. These M&Ks 
are THX-certified, the first portable system certi¬ 
fied, and it makes it very easy for us to go to oth¬ 
er environments. Take two of these speakers and 
the subwoofer, and there you are. 
What about this keyboard here? 
That’s just my old JD-800 that I use as a keyboard 
controller. 1 don’t often use the sounds out of it much 
anymore. I’m using a software synthesizer called 
IBitheadz] Unity DS-1 that interfaces with my se¬ 
quencer, which is ISteinberg] Cubase, and essentially 
anything I can sample, I can put into the software 
synthesizer and use it just like a hardware sampler. 

One of the things we used a lot on the Bad Re¬ 
ligion album is this Line 6 TDM amp plug-in (Amp 
Farm], which is an acoustic modeling of an amp. 
We plug the guitars in totally dry, right into the pre¬ 
amp — I’ve got 16 preamps and 16 digital I/Os — 
into the Pro Tools system. We ran the guitars di¬ 
rect and the only things that we miked were the 
drums and the vocals. Everything else goes directly 
in and we put the guitars into these TDM plug-ins 
so we can dial in any one of a dozen vintage amps, 
and thirty amp/cabinet combinations. When we 
are going for a guitar sound, we aren’t tediously 
setting up amps, and miking amps — we are dial¬ 
ing them in. Would you like the Soldano head? 
How about an old Vox AC-30? 4x12s? Maybe an old 
Bassman cabinet? 
I guess the old gear will certainly have a place in 
the “Old Engineers Home.” 
Well, a lot of people have been driven crazy doing it 
the old way — having someone come in with six 
amps and a pile of cabinets, looking for their ideal 
lead sound, and the ideal rhythm sound. And days 
go by. I just won’t stand for that anymore. To me, it’s 
all about the performance. The final "sound” is right 
down there at the bottom of the pyramid. I’ve done 
enough albums that I can at least get everything onto 

the disk, or onto 
the tape. From 
then on, you deal 
with all the tortu¬ 
ous twists and 
turns of those 
subjective things 
called "sounds.” 
Everyone hears it 
differently, and if 
you can build a 
consensus and 
get everyone 
happy, it’s like 
getting the mem¬ 
bers of Mormon 
Tabernacle 
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Choir to all agree on the 
same thing. 

It’s also hard to do any¬ 
thing new. There has been a 
lot of taxonomy in the world 
of sounds. We have catalogs 
of sounds that artists can 
use as reference for how they 
want a particular song to 
come out. We may not be so 
far from a time when soft¬ 
ware has a robotic ability to 
take over where the produc¬ 
er leaves off. Just talk to your 
computer and say, “Could 
you make it a little fatter? 
Make it sound funkier.” 
They’ll actually have a pro¬ 
gram that will interpret that 
and change the sound. Even¬ 
tually you will just describe it and the computer will take 
over through voice recognition. You won’t even need a 
producer at all — save yourself a bunch of money. 
How has the Internet affected your career? 
It doesn’t affect me in the way that it affects a more con¬ 
temporary artist who is cashing in on the traditional 
market right now. There’s all these scare tactics about 
how the Internet is going to siphon away all your 
profits through bootlegging and things like that. The 
reality is that the relationship between an artist and a 
record label is an entrepreneurial investment on behalf 
of the label toward the artist. 

The artist is fronted their own 
money, which is spent to make and 
promote records, and, over the 
course of a deal, the likelihood of 
going into the black — for most 
artists — is low. Most artists will not 
come out of their record deals in 
the black. They may not even get 
past their second album before 
they have to change labels, and 
that’s usually a bad sign. Not many 
people make it from one record 
deal to the next one without having 
shown some success in there. 

It’s a very dicey, chancy, cut¬ 
throat business. No matter how 
good the quality of the product, the 
traditional marketplace has a very narrow pipeline. If 
someone of great stature releases an inferior record, they 
get all the attention anyway. It doesn’t matter if your 
record is better than Michael Jackson’s. If his comes out 
the same week as yours, odds are that you won’t get on the 
radio if the records are in anyway similar. 

In any case, the idea that the Internet is going to 
significantly impact your record sales — that’s not 

what’s going to bring you down. What’s going to bring 
you down is the fact that the old model is so un¬ 
dependable for most artists. One of the reasons for this 
is that it is inventory-based and transactional. You 
press up the records before you know how many will 
sell [Laughs] and then you send them out there. Next 
comes the “demand and inventory” juggling act, which 
can go awry very easily. You want to create demand, 
but you don’t want to press up too many records and 
wind up holding a bunch of unsold inventory. That’s 
what kills most artists’ profits in the end. It's not 

CDs being bootlegged; it’s 
unsold inventory. 
Is it true that anyone can sub¬ 
scribe to Todd Rundgren on the 
Internet and get regular ship¬ 
ments of new material? 
Well, that was my original offer, 
but I discovered that you could 
only do that if you had nothing 
else to do. You can go to tr-i.com 
and check it out. A scalper took 
ToddRundgren.com, and I re¬ 
fused to pay him for the domain. 

The idea is that there are two 
factors in the life of an artist who 
makes recordings. You can live as 
an artist and not have recordings 
as a significant factor in your life 

— it has to be possible, because so few artists make a 
living off their records. You need underwriting to make 
a record, and then you have to market the record. Tra¬ 
ditionally, the record company takes care of both of 
those responsibilities. The idea I had was that if you 
have a core audience that you know will always buy 
your records anyway, you elevate them to the status of 
record label. 

You can live as an artist 
and not have recordings as 
a significant factor in your 
life-it has to be possible, 
because so few artists make 
a living off their records.” 
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You are saying, “If you 
will pay me in advance, and 
underwrite the record I am 
about to make, then I will 
keep you up to date on it as I 
make it." Then I don’t have to 
go to a record label for an ad¬ 
vance. And when I am done 
with it, I can just make a 
straight distribution deal for 
those people who aren’t 
members of the devoted core 
audience, and they pay reg¬ 
ular retail. And the record 
will be finished when they get 
it. There is the core audience, 
the completionists, and the 
devotees who want to know 
everything that you are doing 
while you are doing it, and 
want to feel involved with 
you rather than the sales 
clerk at the record store. 

I developed a concept 
called Patronet, which is a 
mechanism that allows 
artists to get connected to 
that core audience and have 
that audience subscribe to 
them. And then you give 
the artists the tools to deliv¬ 
er. In the past year and a half, I have been the only artist because it is an ex¬ 
periment. Everything I have made has gone to pay for the Patronet. We now 
have new partners and it will be an aggressively marketed service, and more 
artists are going to take advantage of it. 
Who chooses the artists? 
It won’t be a question of choosing; it’s more of a public utility, like the phone 
company. Patronet is a place where you can go and get into the business of 
soliciting subscriptions from devoted listeners or followers. It doesn’t even 
have to be music. It could be a magazine format, or something like that. You 
don’t have to go out and get your own hosting service, your commerce 
solutions, and hire your customer support if you need fulfillment of hard 
goods. All this can be provided. If you need a design partner to help put the 
space together, that could be provided. Essentially, it’s a single source to get 
all the things you need to get into the business of offering a subscription 
service over the Internet. 
The goal is that artistic survival is enhanced? 
The idea is that there is a certain type of artist who can benefit from this im¬ 
mediately, while the concept is in its primeval stages. For instance, it is for 
artists like myself, who have a devoted core following, who are interested in 
knowing what I am up to now that I’m not in the mainstream anymore — as 
so many are after a certain number of years. It’s for artists who are interested 
in having more of a relationship with their audience, rather than the old trans¬ 
actional model, so they can send me e-mail and get e-mail from me when 
certain things happen. Possibly they could be in a live chat with me. There 
are other benefits associated with a more privileged relationship such as this. 

continued on page 128 
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By Heward Masæy 

The Voice of 

Famed engineer Mick Glossop 
talks about Peter Gabriel’s accidental 
drum sound and dealing with the 
transition from analog to digital 

For more than 30 years, Mick Glossop has 
been lending his considerable talents to 
top-flight recordings, including a long¬ 
term collaboration with Van Morrison 
and work with Queen, Mott The Hoople, 
Trank Zappa, Renaissance, Tangerine 
Dream, Waterboys, and John Lee Hook¬ 
er. Glossop is unique in that he's served 
as staff engineer at some of London's 
finest studios, including Wessex, Town ¬ 
house, The Manor, and Nova. This long 
apprenticeship gave him theopportunity 
to study and absorb numerous different 
production techniques—invaluable ex¬ 
perience that has undoubtedly aided him 
in his own illustrious career. 

On the rainy London afternoon we 
sat down to talk (what other kind is 
there?), we were plagued with a power 
outage, resulting in the interview being 
conducted by candlelight while frantic 

staffers in his office ran around trying to 
conduct business by battery power. None 
oft his seemed to have any perceptible im¬ 
pacton Glossop's powers ofc oncentration, 
however; for more than two hours, he re¬ 
mainedf ocused on the task at hand, giv¬ 
ing thoughtful, insightfid answers that re¬ 
flected his intensive training and singular 
dedication to the craft ofm aking records. 

EQ: Vyhat’s the most important piece of 
gear m the project studio? 
Mick Glossop: It depends on what you 
want to achieve with your studio. I sup¬ 
pose you could divide equipment up 
into the stuff that you are creative with 
and the medium upon which you 
record — the tape machine or hard disk 
recorder. I think it’s worth getting qual¬ 
ity for the medium, because that directly 
affects the reproduction quality of what 

it is you are creating. You can buy a com¬ 
puter-based system with a PCI card, but 
use the best converters you can, so at 
least you can do transfers with the best 
quality; it’s quite important and you 
can’t really bypass that. I suppose the 
next thing on from that would be to 
make sure that your listening environ¬ 
ment — by that I include the speakers 
and the amplifier—is as good as it can 
be. That doesn’t mean you have to have 
a big massive system with 18-inch bass 
drivers. You can get very good results us¬ 
ing a pair of Yamaha NSlO’s. A tremen¬ 
dous number of producers and engi¬ 
neers work for maybe three-quarters of 
their major projects on NSlO’s. 
Is the quality of the mic preamps more 
important than the quality of the mies? 
There are companies like Mackie that are 
making desks that have mic preamps 



The Voice of 

X 
that are great. This is very subjective, of 
course, but, as far as I am concerned, 
they are better in some respects than SSL 
E-series mic amps, and we made a lot of 
records in the '80s on SSL E-series con¬ 
soles with E-series mic amps. So in terms 
of mic amps, if the budget’s restrictive, 
then get a Mackie. Not just Mackie — 
there are other cheap consoles with rea¬ 
sonable mic amps, like the Soundcraft 
ones. And rather than just one mic, it’s 
good to have a choice of mies —at least 
one dynamic and at least one condenser 
mic for different things, because they 
sound different. 
Do you feel there are too many op¬ 
tions available to today’s engineer, as 
compared with when you started out 
in the ’70s? 
I'm in favor of restriction of choice from 
a creative point of view. One case in point 
is the third Peter Gabriel album, the one 
that had no cymbals and the big Town¬ 
house drum sound. The room wasn’t de¬ 
signed in any sense whatsoever—it was 
more or less accidental. It’s live, with a 
stone slabbed floor, which was done at 
least 50 percent for aesthetic reasons. 
Given the context of the day, it was very, 
very live. If you hit a snare drum in the 
room, it was so loud, it was incredible. 

We were contemplating changing 
the acoustics in there because we felt 
it was a bit uncontrollable, but it 
went on to become the vehicle for a 
classic drum sound! 
How did that happen? 
Peter had decided before he even went 
in the studio that he wanted to restrict 
the choice of percussion sounds inas¬ 
much as he didn’t want any cymbals on 
the album—he didn’t want any crash¬ 
es, rides, or hihats. So the rhythmic com¬ 
ponents that were traditionally played 
on hihats and rides had to be played on 
floor toms and that kind of thing. 

On the Townhouse SSL, there was 
a talkback system that used a mic rigged 
up in the ceiling, connected to a really vi¬ 
cious compressor. So vicious that, if 
somebody hit a drum, the volume of that 
drum was the same as the level of their 
voice, which is exactly what you want [in 
a talkback system]. It was probably Phil 
Collins who was playing the drums at the 
time; they were talking about something 
and he started playing, and in the control 
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room they suddenly heard this amazingly 
compressed drum sound. Peter Gabriel 
heard it and said, “Wow, that’s fantastic! 
Put it on the record!” and I don’t think 
that they were working towards that. So 
(engineer] Hugh IPadghaml then set 
about using the SSL channel compres¬ 
sors to reproduce the sound of the talk-
back compressor. In the course of that, he 
was playing around with the gate, and, 
again, Peter responded because Phil hit 
the snare and the gate chopped off the re¬ 
verb, which is the classic sound that has 
become legendary. It 
was really Peter who 
insisted that the sound 
be used, though it came 
about by accident. 

But the point is, if 
they had been using 
cymbals with that kit, 
they wouldn’t have 
been able to use that 
sound, because the gat¬ 
ing would have 
chopped off all the cym¬ 
bal decays in a very 
haphazard way, which 
would have messed up 
the sound. The sound is 
basically the sound of a 
drum being hit and the 
ambience compressed 
and then, as the ambi¬ 
ence tails off, it chops off sharply because 
the gate’s got a short release. It just does¬ 
n’t work if you play cymbals as part of the 
rhythm. So it was only possible to get that 
drum sound—which then went on to be 

the drum sound of Phil Collins’s “In the 
Air Tonight” — without using cymbals. 
That’s an example of a massive sonic cre¬ 
ative effect being made possible only by 
a restriction of choice. 
And a series of accidents. 
And a series of accidents, yeah, espe¬ 
cially if you think about the room design 
not being planned. So good things can 
come about if you say, “Right, we’re not 
going to use that piece of equipment”— 
whatever that equipment is, a musical 
instrument or whatever. 

So you’re suggesting 
giving yourself some 
restrictions beforehand 
in order to find a way to 
accomplish what you 
want with limited op¬ 
tions. 
Absolutely. Instead of 
yearning after all the 
gear, choose wisely and 
think what the essential 
things are — just make 
sure that they are the 
right individual bits of 
equipment. Given the 
kind of recording tech¬ 
nology we have now, 
with hard disk record¬ 
ing, etc., you can create 
fantastic results with 
very little musical equip¬ 

ment, with one keyboard that has a se¬ 
lection of tones, one guitar; you don’t 
even need a bass guitar, really. If you’re 
working on your own in a project studio, 
you can create bass parts with either the 

"Sound is not a 

separate thing 

from the music; 

the two are totally 

interlinked." 



keyboard or the guitar, using octave di¬ 
viders. You can speed the tape up and 
play a bass part on the bottom strings of 
the guitar, use that sort of thinking. Ifyou 
get into dial kind of boy scout mentali¬ 
ty of making it work with a piece of st ring 
and a pen knife — seeing what you can 
do with not much equipment — that will 
bring an originality to your work, and it’s 
fun as well! You just have to work a little 
harder mentally, rather than just calling 
up preset 25. 

The thing about sound is that it's 
not ;t separate thing from the music; the 
two are totally inter-linked. When you’re 
creating effects on records — not in an 
effects box sense, but in a musical, son¬ 
ic sense — the two are the same. So 
choose two or three bits of equipment 
with care and then set about doing what 
you’ve got to do with those. 
What are the common mistakes you are 
hearing in tapes that are coming out of 
project studios? 
It’s difficult to answer that, really, be¬ 
cause they’re not really mistakes. It’s just 
to do with skill, and, to a large extent, it 
comes out of experience, for which 

there’s no substitute. Things like not be¬ 
ing able to use a compressor in the right 
way; not knowing whether something is 
too compressed or not compressed 
enough; over-equalization. 

I’ve listened to a few records re¬ 
cently finished CDs that have been 
recorded digitally — and the reason I 
haven’t liked the sound of these records 
is because there’s something about the 
transients that are excessive, particu¬ 
larly in cymbals and drums. There’s an 
aspect of digital recording that results 
in transients being too present, for me, 
anyway. The hit of the stick on the cym¬ 
bal is too clear, too apparent. It’s 
something that needs controlling. 

It’s very difficult to describe, but 
one of the benefits of analog is that those 
transients are controlled and they en¬ 
able a blend of the instruments that is 
very appropriate and very pleasing to 
me. A lot of digitally recorded releases 
are made on low budgets, and that’s 
usually the reason for it: lack of exper¬ 
tise and cheaper digital formats where 
those transients aren’t being controlled. 
As a result, the instruments aren’t 

blending properly and a cymbal crash, 
for example, is sticking out too much 
and dominating the listening experi¬ 
ence. It’s inappropriate because it dis¬ 
tracts your attention from the main 
event, which is the vocalist. That sense 
of how to deal with what's happening in 
a digital recording is something that you 
need to have an awareness of. So I think 
a pitfall that’s being fallen into is the 
allure of those transients. 

When you put a microphone up 
and you start getting a drum sound, the 
fact that digital recording preserves and 
in some ways actually accentuates those 
transients is something that initially can 
be appealing. You think, "Oh wow, that 
sounds like quality.” It's like sometimes 
when you add high frequencies to a 
sound, it immediately makes it shine 
more and you think, "Oh, that’s better.” 
But it isn’t necessarily better. It’s just that 
you’re being kind of drawn into that; it’s 
seductive, I suppose. 
What techniques can you use to tame 
those transients? 
One of the things that I’ve really only 
learned in the past three or four years is 
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that, if you’re going to record on a digi¬ 
tal medium, you can’t expect to use the 
same mies you’ve used for analog. 
There’s an upper midrange quality that 
can be accentuated by digital, |a quali¬ 
ty] that was always smoothed off by ana¬ 
log. So you could use a mic that had a 
spike — an upper-mid boost to it — on 
an electric guitar or a cymbal, something 
that maybe had a tendency to be a bit 
harsh. Because the signal was going to 
analog tape, it would be dealt with. When 
you record on digital, it’s going to be en¬ 
hanced, so you need to choose a mic that 
has got less of that upper mid. Choose an 
Audio-Technica or a B&K or an Earth¬ 
works —there are several mies that have 
been developed in the past five or ten 
years that have a smooth top end and 
nice, smooth low-frequency response, 
but not much midrange enhancement. 
Those kinds of mies are a bit more ap¬ 
propriate for recording spiky sounds or 
transient sounds. So that’s one thing: Use 
a different mic. 
Do you tend to record everything on 
analog tape or just drum tracks? 
It depends on the project. My philosophy 
is that, if possible, everything should go 
through one analog generation some¬ 
where along the line, even if it’s the half¬ 
inch mix. It’s better, though, if it’s before 

that because it helps to blend the in¬ 
struments. I find it more difficult to get 
instruments to blend together when 
they’ve all been recorded in a digital for¬ 
mat. If you’re leaving the analog process 
to the end, then you’re not going to hear 
it until you play back the analog tape, so 
it’s a bit limiting. The analog process is 
perhaps not essential for vocals, but 1 
think it helps drums. But that doesn’t 
mean you have to record on analog first: 
I’ve done a lot of projects where I’ve used 
Pro Tools as a tape machine and then 
copied it to analog at some later date. A 
lot of people work like that with ADAT, 
for example. Again, you’re not hearing 
the effect until after you’ve done the 
recording, so it involves a certain amount 
of experience to know to record onto the 
ADAT and to listen into the future. 
You’ve got to think, well, it sounds like 
this at the moment but I know that when 
it comes back off the 2-inch [analog 
tapel, it’s gonna be smoothed off a bit. 

Analog tape does have a beneficial 
effect on a lot of instruments straight off 
the bat. There are different ways you 
can achieve that. If you’re working with 
hard disk and you’ve got an analog 1 /4-
inch machine sitting in the corner, you 
can come out of the hard disk through 
the 1 /4-inch machine back to hard disk 

and then slide the track 
back into place to com¬ 
pensate for the delay. 
It’s easy to do that—you 
know what a tape time 
delay is, so you just 
match that. So you can 
use the analog tape ma¬ 
chine as a processor, 
working that way. 
When you’re mixing, in 
what order do you bring 
faders up? What are you 
listening for and what 
are you thinking about? 
I start off with an initial 
mental picture of how the 
song is supposed to 
sound — a general kind 
of personality tor the mix. 
If it’s something I’ve 
recorded, then I know 
what’s on the tape and I 
would have been record¬ 
ing with the mix in mind 
anyway, so I’m halfway 

there. Then it’s a matter of just trimming 
because I’ve done so many monitor mix¬ 
es in-between time, and I know how 
tilings can blend. The panning positions 
are probably already worked out, and 
most of the compression will have been 
done. If it’s a track that I’m not that fa¬ 
miliar with, then I’d listen to everything 
up and get some kind of a rough balance. 

if it's a rhythm section-oriented 
thing, then I’d probably work from the 
drums up, but I wouldn’t listen in solo 
to the drums. I generally mix on an SSL, 
and I generally tend to assign each group 
of instruments to its own VGA master 
fader. So I’ll have the drums on one, the 
bass on two, the guitars on three, 
acoustic guitars on four, keyboards on 
five, etc. I'll pull all the faders down to 
about -15 [dB[, except for the drums, 
and III leave those up so I can work on 
the drum sound while listening to the 
other instruments at a reduced volume. 
That way, you’re still listening in context. 
Are vocals the last thing that you 
work on? 
Well, you kind of move them around. 
All the midrange instruments have to 
be related in terms of their frequency 
band and the musical harmonic aspect. 
The vocals have to relate to the guitars 
and keyboards: generally, the vocals are 
in that midrange, so there’s no point in 
getting a bunch of guitar sounds that 
leave no space for the vocals. So I’ll 
work on the guitars for a bit while lis¬ 
tening to the vocal. Whilst you are do¬ 
ing that, you are kind of with another 
ear listening to the sort of problems 
there are in the vocal sound that need 
to be dealt with. For example, if it’s a 
song that has a quiet verse and a loud 
chorus, then it's very common for a 
singer’s voice to develop a hard edge 
when he’s singing loudly, which does¬ 
n’t happen when he’s singing quietly. 
So while you are doing the drums and 
guitar, you might be thinking, well, per¬ 
haps I ’m going to have two channels for 
the vocals—one for the quiet parts and 
one for the loud parts. 

An alternative to that may be using 
a frequency-band compressor where 
you control that particular hardness fac¬ 
tor in the vocals. The problem with us¬ 
ing static EQ to get rid of the hardness is 
that it might solve the problem of the vo¬ 
cal in the chorus, but, when the quiet 



verse is oemgpenormeu, il win lacxsome 
presence because you’ve taken out some 
4 or 5 k. So you could use a frequency¬ 
band compressor to control that band. I 
use a BSS DPR901, which is4-band; it’s 
a really, really, good device for controlling 
that kind of thing. It has a sidechain |lis¬ 
ten function], so you can tune one band 
to that problem area. 1 use it a lot, par¬ 
ticularly in vocals. 

Another thing I do is that I have an 
AudioDesign Scamp rack, and I have a 
couple of modules that are frequency 
splitters designed for band compression 
for radio use. You put a signal in and it’s 
got four outputs for low, low/mid, 
high/mid, and high, so you can split the 
signal up into four frequency compo¬ 
nents. But then it has four inputs that 
combine those four components back to 
the original, so if you take the four feeds 
out and put them straight back in 
again, there’s no difference in sonic 
quality because it’s designed to have no 
phase shift. If the gains of those bands 
were changing and there was a phase 
shift between the bands, you’d get a 
swooshing effect. So it means you can 
take just one band of the signal, com¬ 

press it, ana ao wnateveryou want witn 
it — pan it, whatever — but if you 
process it in a mono way, you can feed 
it back in with the other bands. You can 
compress just one band and it works re¬ 
ally, really well — it's fantastic. I use it in 
conjunction with four dbx 160 com¬ 
pressors—one on each band. The nice 
thing about those compressors is that 
each one has an output level control, so 
you can do the compressing and then 
balance up the four bands as they are 
mixed back together 
So in effect you’re equalizing as well. 
It’s dynamic equalization, but you can 
have a different compressor on each 
band. You don’t have to recombine them 
through its combining network; you can 
bring those four signals up on the desk 
and you can use different effects on the 
different bands of the vocals. You can put 
them through four auto-panners and 
have them moving around in different 
frequency bands in the vocals, which is 
quite a nice effect. You can add a digital 
delay just to the upper mid, you can pan 
the high frequency just on one side and 
have (he lower mid on the other side, 
things like that. 

Ana presumably you ve done all these 
things. 
\ Laughs.] Oh, sure. 1 simply realized 
when I started messing around with 
these boxes that you can split the signal 
up into these bands with a hi-fi respect 
for the quality. It’s quite transparent; it 
doesn’t compromise the sound in any 
way. It just splits and recombines if you 
want to. But once you’ve got those four 
components, you can do all kinds of 
things; you can use a phaser on just the 
high frequency. 
Do you have any general advice for the 
reader who wants to be the next Mick 
Glossop? 
Just don’t be afraid to experiment; that’s 
important. Most of what we do comes 
down to experience, and there’s no sub¬ 
stitute for that. So just spend a lot of time 
on it and mess around and experiment. 
Do crazy things, break the mies, and, if 
you like the sound ofit, then that’sgreat. 

This interview is excerpted from 
Howard Massey’s new book Behind 
The Glass, soon to be available from 
Miller-Freeman Books. 
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Register Online: www.prosoundnews.com • Space is Limited 

The future of the studio business in the Internet Age 
Featuring the Nashville Surround Conference & 
Showcase sponsored by SPARS and Pro Sound News 

Conference Program* 
Friday May 19, 2000 

9:00 a.m. - 9:30 a.m. 
Keynote: Digital Rethink: 
How to Succeed in the 
E-Recording Business 
How should you rethink your business strategy 

for the dynamic world of e-business? And how 
can you best equip your facility for this changing 

era of e-busiress? Graham Strong, director of 

technology at PSW will guide listeners through 
his vision, illuminating his secrets for rethinking 

your studio operation for the digital (e-business age). St'ong was 

the principal architect behind the overwhelming success of 
Priceline.com and other leading Internet start-ups. 

Speaker Graham Strong, Director of Technology, PSW 

9:30 a.m. -10:15 a.m. 
Producer Power 
Some of the world's greatest producers speak 

out on where the industry is headed and what 

studios need to do to get their business. 

Moderator George Massenburg, GML 
Panelists: Scott Hendricks, David 
Malloy, John Hampton, Dann Huff 

10:15 a.m. -10:30 a.m. 
Coffee Break 

10:30 a.m. - 11:15 a.m. 
Internet Opportunities 
The Internet revolution now permeates all 

aspects of the studio. In this session, company 

founder Willy Henshall examines how the 

Rocket Network envisions the interconnected 

world of the music creation and distribution 

space and what this means to the music busi¬ 

ness infrastructure. 

Speaker: Willy Henshall, 
Rocket Network 

11:15 a.m. -12:00 p.m. 
Mastering the Equation 
Right now, the Internet equals money. The only 

question is, now can studios and mastering 

facilities improve the end product when it's 

going to be distributed on MP3 or some other 

Internet format? Discussions include billing for 

the service, understanding the formats, documentation, costs, 

etc. 

Speaker: Scott McConville, Gateway Mastering 

12:00 p.m. ■ 12:45 p.m. 
Fun & Games 
Award-winning musician/producer/composer 

Tommy Tallarico reveals the hidden money ma¬ 

king opportunities in Video Games, multimedia 

and the Internet. Tommy has participated in 

some of the world's most famous games and 

interactive ventures, and will thrill the audience 

with a presentation that offers multiple opportunities for the modern 

studio to make money in this arena. 

Speaker: Tommy Tallarico, Tommy Tallarico Studios 

12:45 p.m. - 1:30 p.m. 
Networking Luncheon 

1:30 p.m. • 2:15 p.m. 
Surround Sound 
and the Money Myth 
The advent of surround sound seems inevitable, 

but how can the studio offer services in this 

area and get paid for it? There will be signifi¬ 

cant investment in equipment and personnel by studios to accom¬ 

modate demands in this area. How will the economics work them¬ 

selves out? Bobby Owsinski unveils the truth behind the myth of 

surround sound, discussing where the potent al for increased 
revenue lies with this unfolding technology. 

Speaker: Bobby Owsinski, Surround Professional 

2:15 p.m. - 3:00 p.m. 
Working with Project Rooms 
This panel of commercial and project studio 

owners will look at the ins and outs of sharing 

projects with smaller pro project rooms. Topics 

will cover everything from formats to billing to 

cooperative marketing to use of the World 
Wide Web for exchanging files or promoting 

each other. 

Moderator: Mitch Gallagher, 
EQ magazine 
Panelist(s): Tommy Dorsey, 
Producer/Engineer 

3:00 p.m. - 3:15 p.m. 
Coffee Break 

3:15 p.m. - 4:00 p.m. 
Case File 
It's all about billable hours. Rather than threatening to ceteriorate 

sound quality, the Internet offers an opportunity for studios to 

extend the hours by offering clients an additional service. Matt 

Ward shows how he uses Liquid Audio technology to enhance 

revenue by offering open format encoding for clients. 

Speaker: Matt Ward, Liquid Audio 

4:00 p.m. ■ 4:45 p.m. 
Living With Surround 
Everything you need to know about building a 

surround sound studio operation, from the 

technology and techniques, to the room acous¬ 

tics, equipment placement, and staff training. 

Surround Professional magazine's founding 

editor and multichannel audio pioneer Tomlinson 

Holman provides a detailed tutorial that covers 

all the bases in this eStudio exclusive presentation. 

Speaker: Tomlinson Holman, TMH Corporation 

Saturday May 20, 2000 

9:00 a.m. • 9:30 a.m. 
Keynote 
Speaker: To be announced 

9:30 a.m. -10:15 a.m. 
Can Surround Save 
the Studio Business? 
Jake Nicely, owner of 17 Grand Recording, 

moderates this panel of industry luminaries as 

they examine all the issues facing the modern 

studio, and how surround sound may grow to 

be the biggest money maker. 

Moderator: Jake Nicely, 17 Grand Recording 
Panelists: Chuck Ainlay, Producer/Engineer; 
Kerry Moyer, CEA; Rory Kaplan, DTS; Hank 
Williams; Denny Purcell 

10:15 a.m. -10:30 a.m. 
Coffee Break 

10:30 a.m. ■ 11:15 a.m. 
New Opportunities 
for Internet Audio 
Matt Fine, vice president of program produc¬ 
tion at Audible.com, discusses business-to-

business opportunities for studios including creating audio pro¬ 
gramming for everything from spoken word 
projects streamed over the Internet to using the 
Internet to distribute corporate projects recorded 
in the studio. 

Speaker: Matt Fine, Audible.com 

11:15 a.m. - 12:00 p.m. 
Studio Revolution 
What will the future of the studio look like? Will it 

include consoles, workstations, hard disk 

recorders? How will studios market their services 

in the brave new world of Internet distribution? 

Moderator: Keith Hatschek, 
Keith Hatschek & Associates 
Panelists: Brad Wood, Dave Gustafson, 
Roger Wiersma, Ramzi Haidamus 

12:00 p.m. - 12:45 p.m. 
The Business of Archiving 
Malcolm Davidson, who heads up Sony Music's 
archiving operations details the massive 
undertaking the label has engineered in 
archiving its library. 

Speaker: Malcolm Davidson, 
Sony Music 

12:45 p.m. - 1:30 p.m. 
Networking Luncheon 

1:30 p.m. - 2:15 p.m. 
Who Cares About 
Quality Anymore? 
With pressures mounting to stream audio, to 

compress it into MP3 files, and with the trend 

toward using the Internet as a distribution 

medium, the concern for quality has been 

raised. A panel of the world's most renowned 

mastering engineers tackles this sticky issue. 

Moderator: Frank Wells, 
Pro Sound News 
Panelists: Glenn Meadows, 
Masterfonics; David Glasser, Airshow 
Mastering; Bob Katz, Digital Domain; 
Bob Olhsson, Bob Olhsson Audio 

2:15 p.m. • 3:00 p.m. 
Windows Media Perspective 
Microsoft's operating system has been in the 

studio before, but now, with the impact of the 

Internet, Windows Media technology is poised 

to influence the creative production side of 

music, and its distribution via the Web. 

Speaker: Brad Brunell, 
Microsoft Windows Media 

3:00 p.m. - 3:15 p.m. 
Coffee Break 

3:15 p.m. - 4:00 p.m. 
How to Deliver Surround? 
Frustration has built up in the business as we 

await the resolution of new formats that will de¬ 

liver on the promise of surround sound. It seems 

the record labels are preparing for a soft launch 

of titles on DVD-Audio in June. This timely panel 

will explore the potential of DVD-Video and DVD-

Audio formats and look at some projects that 

have been completed in these formats. 

Speaker: Paul West, Vice President, 
Studio Operations, Universal Music 
Group; Ken Caillat president of audio and production, 
5.1 Entertainment Group 

* Schedule Subject to Change For more information, call 212-378-0400. For sponsorship information, call Margaret Sekelsky 212-378-0491 
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technology and Pro-Glide” crossfaders, 
offers a precision once heard only in 
Professional Recording Studios. With 
VCA Technology, only a control voltage 
passes through the fader. No audio! 
This reduces travel noise, improves 
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create high-tech 
multimedia demon¬ 
strations on note¬ 
book computers 
(backed up by a live 
mix on the system 
during the presenta¬ 
tion). But now the 
computer can actu-

VisioSonic recommends 
two sound cards to allow 
main and cue stereo outputs, 
but the system works with one 
sound card if you can forego 
cueing. PCDJ supports WAV 
files, MP3, the new Xing VBR 
MP3, and Encrypted MP3. 
Commands can be triggered 
with MIDI note-ons (e.g., a 
keyboard controller patched 
to the sound card’s MIDI in) 
for exceptionally fast re¬ 
sponse. Currently, note as¬ 
signments are fixed, although 
you can use any MIDI chan¬ 

nel. Audio processors (such 
as an EQ) patch between the 
mixer and amp, as usual. 

The system is password-
protected to guard against 
unauthorized changes while 
the program is in operation. 
Also, encryption of the en¬ 
coded MP3 files makes them 

Leave 
your discs 
at home 
with this 

creative experience; in fact, 
having everything in one place 
lets you really focus on the 
musical flow. 

Installation and setup 
is easy. The software auto¬ 
tests the PC’s sound cards 
and generates a list of PC set¬ 
tings that tech support can 
use if there are installation 
problems. Copy protection 
consists of e-mailing or call¬ 
ing the company to “unlock" 
the software. 
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VISIOSONIC 
DIGITAL 1 200SL 
MP3 PLAYER 

BY DJ RADAR 
[A.K.A. PROFESSOR JAM) 

Being raised on Lost in Space, Star Wars, 
and The Jetsons, I’ve longed for the day 
when I could beam my entire DJ setup over 
to an event — who wants to carry all those 
records, turntables, and mixers? Although 
that’s not in the cards just yet, MP3 data 

ally become part of the DJing process with 
VisioSonic’s Digital 1200SL MP3 player 
(“PCDJ” for short), a computer-based pro¬ 
fessional DJ system. TJie software “virtual¬ 
izes” a pair of turntables, a mixer, and a 
record case on your computer screen. After 
encoding your music collection to MP3 files 
and storing them on a big hard drive, you 
can use PCDJ to set up your playlist, cross-

safer from theft and piracy. computer-
CUE ME UP, SCOTTY 
Unlike mechanical devices, 
the PCDJ offers real-time 
instant start, cueing to with¬ 
in 0.01 ms, pause with “au¬ 
dio looping,” and up to 20 
cue points for each track. 

based 
professional 
DJ system 

compression (see sidebar) brings us much 
closer to that ideal. 

Sure, some DJs are already forsaking 

mix between tracks, change volume levels, 
beat-match one song with another, and so 
on. The interface is so friendly it’s like work-

(You can see, as well as hear, the cue points 
while editing cues.) The “Auto Cue on Stop” 
feature skips the silent part at each track’s 

tapes, CDs, vinyl, and videos as ways to pro¬ 
mote themselves for gigs. Instead, they 

ing a real-life system, but with finer control. 
Interestingly, this doesn’t make for a less 

beginning and end. For precise beat¬ 
matching, there’s a “match pitch to BPM 
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(Beats Per Minute) ” conversion button; the 
program’s metronome-assisted BPM 
counter allows you to determine a song’s 
tempo (if the tempo changes, you natural¬ 
ly need to re-adjust). Pitch controls for each 
player range from +4 percent to -52 percent, 
and a mini player allows auditioning a track 
directly from the record case without hav¬ 
ing to load it first. And where do you get 
those MP3 files? The PCDJ does audio ex¬ 
traction from CDs, using a fast encoder. 

However, there is one major limitation 
of this technology: You can’t use dynamic 
scratch techniques unless you get really 
facile with the pitch control or create an MP3 
scratch file as filler at a particular cue point. 
Even then, it doesn’t come close to the real 
theatrics of scratching. Also, the system is 
picky about what CD drives and sound cards 
you can use (see EQ Lab Report). While 
other devices can work, VisioSonic guaran¬ 
tees optimum performance only with the 
recommended components. 

ON THE FLY 
The PCDJ’s labeling, grouping, and find ca¬ 
pabilities simplify mixing on the fly. There 
is a search engine for the track database, 
and you can create an unlimited number 
of groups and subgroups in the record case 
to store links to tracks on the hard drive. Re¬ 
movable media subgroups are sortable by 
BPM, title, artist, version, or comment, and 
DJs can easily tag edit with the new ID3V2 

^Groove 
MANUFACTURER: VisioSonic, 21939 US 19 North, Clearwater, FL 
33765. Tel: 727-799-3828. Web: www.visioscnk.com. 

APPLICATION: Professional DJ mixing where portability and 
control are paramount. 

SUMMARY: PCDJ brings the professional DJ to a higher level of 
technology, offering exceptional capabilities and ease of use. 

MINIMUM SYSTEM REQUIREMENTS: Pentium II or AMD 300+ MHz 
(no Cyrix chips), Windows 95/98, 32 MB RAM (64 MB RAM for 
SoundBlaster Live sound card), 10 MB hard disk space (more re¬ 
quired for MP3 songs), 20X CD-ROM or above (must support dig¬ 
ital encoding), one SoundBlaster Live or two Turtle Beach Montego 
A3D Xtreme sound card(s), 800x600 SVGA/256 color display. 

STRENGTHS: Simple to use. Beat match capabilities with the press 
of a button. Thorough, readable documentation. Easy setup with 
auto-testing. Instant start. Integral search engine. High-resolution 
cueing. Supports dual sound cards for cueing. Includes CDDB (Com¬ 
pact Disc DataBase) functionality. 

WEAKNESSES: Requires particular CD-ROM drives and sound cards. 
No scratching. 

PRICE: Software PCDJ PHAT Digital 1200SL $199; rackmount sys¬ 
tem with computer $1,699; mini-tower version $1,099. 

EQ FREEUT. #: 101 

TRAVEL LIGHT 
You can put your entire music collection 
in a laptop—with a 10 GB hard drive, the 
PCDJ holds well over 3,000 tracks at 192 
Kb VBR. There’s even an Auto Pilot func¬ 
tion that automatically plays tracks from 
the record case should the DJ not make 
it back in time for the next mix. 

Overall, the PCDJ has been a great 
tool. Many large radio broadcasting 

Version 3.0 tag 
standard. (This 
simply means that 
each track can be 
tagged or labeled 
with information 
about the artist, 
song, etc., which 
will be displayed in 
the "record case.”) 
You can name each 
cue point to make 
it easier to find. 

To get an idea 
of how the process 
works, from a cate¬ 
gory of twenty to 
thirty' songs incor¬ 
porated into a spe¬ 
cific playlist, you 
can drag and drop 
titles in a pre-se¬ 
lected order and 
load them into both 
players (A & B), similar to what happens 
with CDs and vinyl. From there, mixing 
and matching the beat from one player to 
the other simply requires pressing a but¬ 
ton to set your next track to the same 
BPM, adjusting the pitch control to your 
desired key, bringing up the volume, and 
tagging the beat. It’s almost an automatic 
mix. Of course, slam mixing and dropping 
works just fine as well. 

MP3 BASICS 
MPEG (pronounced "em-peg") stands for Moving Picture Experts Group, an indus¬ 
try standards group that defines universally compatible ways to code and transmit 
audio and visual information. MPEG is also a sophisticated technology that com¬ 
presses and transmits music and video over networks (satellite, the Internet, and 
telephone) with minimal loss of sound or picture quality. 

MP3, an extension of MPEG technology, specifically covers audio file compres¬ 
sion and storage; Layer 3 is a third-generation coding standard that can produce 
near-CD-quality sound, while requiring only a fraction of the amount of disk space 
used by uncompressed hi-fi audio. Quality varies with the compression ratio (typi¬ 

cally 5:1 at the high end to 22:1 for low-fi applications). 
MP3 compresses data by analyzing a file's audio and not coding sounds that it 

deems imperceptible (e.g., sounds masked by other sounds). Discarding unneces¬ 
sary audio information saves tremendous amounts of disk space, and the fidelity 
remains acceptable for all but the most audiophile-oriented applications. 
There are two main encoding processes, VBR (Variable Bit Rate) and CBR (Con¬ 

stant Bit Rate). With CBR, the bit rate stays constant. With VBR, the computer ana¬ 
lyzes the song being encoded and changes the bit rate on an "as needed" basis, 
attaining the maximum bit rate only when requiring maximum fidelity. 

companies have used MP3 technology 
for years; now this reliable compres¬ 
sion format has made its way into the 
mobile and club disc jockey market. 
MP3 technology gives me the ability to 
mix easier, but the PCDJ allows me to 
“mix smarter.” 

[Note: A “junior” demo version, 
PCDJ Phat, is downloadable from 
VisioSonic’s Web site.] 

From a meager start as a vinyl disc 
jockey at a local roller rink in 
1973, Professor Jam has become a 
full-time entertainer, and owns 
the Florida-based company, “A 
Spinnin’ Crazy Production." He is 
often found speaking and demon¬ 
strating at DJ and music conven¬ 
tions, and his level of community 
involvement has made him one of 
the few mobile disc jockeys entered 
into the Congressional Record. 
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“REASONS NOT TO BUY 
A MACKIE D8B...ZER0.” 

—Roger Nichols, EQ Magazine 

PLUS 3 MORE REASONS TO GO FOR IT. 

O FREE UPGRADE! NEW OS 3.0 ADDS 

111 jlif il 

NAMassenburq 
M/DesignWorks 

DRAWMER 

awards Matkit Digi. 

The list of top engineers and producers who use the award¬ 

winning Mackie Digital 8 • Bus is growing daily. For info on 

the D8B, new UFX and Optical • 8 cards, 3rd-party plug-ins 

and how D8B owners can get their free OS upgrade, visit 

www.mackie.com or call your local D8B dealer, oa. 

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

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

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

ProControl, Panasonic’s WR-DA7. Spirit’s Digital 328 and Tamaha’s 01V. 

Thanks to all who helped us win this prestigious award. 

CIRCLE 30 ON FREE INFO CARD 

) Q DSP PLUG-INS! 
Antares’ Auto-Tune for the D88 uses 
advanced DSP algorithms to detect the incom¬ 

ing pitch of a voice or solo instrument as 

it’s being tracked and instantly pitch-correct 

it without introducing distortion or artifacts. 

Fully automatable. 

ta Massenburg Parametric EQ. MOW 
) 2x2 High-Resolution Parametric Equalizer 

plug-in from Grammy-winning engineer/ 

producer George Massenburg. Mono/stereo EQ 

at 96kHz sample rate for unprecedented clarity 

and high frequency smoothness. 

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

dard frequency conscious gating, plus comp^es-

Jsion and limiting; ADX200 adds variable “Peak 

Punch” and further Drawmer innovations. 

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

0 harmonies and pitch correction in an easy-to-

F use interface. A free demo is built-into the 

Digital 8 • Bus. just add a second MFX card 

to own this innovative plug-in from a world 

leader in vocal processing. 

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

I Reverb 2 algorithms from the renowned TC 

Electronic M2000 Studio Effects Processor. TC 

■ FX upgrade package contains an expanded 

' set oí M2000 reverbs plus Delay, Chorus, and 

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

de-essing, tremolo, phasing, and panning. 

0 1999 TEC AWARD 
_ WINNER! 7 

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

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

more new features and enhancements than you can shake a mouse at. 

Here’s just part of what 3.0 adds to the already amazing D83. 

• New key (sidechain) inputs for all 48 onboard dynamic 

processors featuring soft knee architecture and single band 

20-20k parametric EQ for frequency dependent processing such 

as de-essing 

• 3rd-party plug-ins via our new UFX card. Up to I6 simultane¬ 

ous plug-ins on the first 48 channels, pre or post DSP, pre-fader 

via up to 4 UFX cards. Each plug-in is available twice - i-

once when tracking, and again at mixdown! 

• Multiple Undo List — 999 levels! 

• New Snapshot libraries. 

• Externally or internally accessible inserts across I_ 

Mains and Buses plus channel inserts pre and post DSP. 

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

• Time Offset (delay) adds a delay of up to 999 samples , 

to the signal at the pre-DSP (dynamics / EQ ) point in the 

signal path. 

• New surround capabilities including depth-of-center 

control (LCR mixing with divergence), multiple surround panner 

window, individual LFE channel level control. 

• Multiple direct outs per channel. 

• Optional level to tape fader control. 

* Assignable, bidirectional MIDI control of all parameters. 

• Cross patching allows substitution of channels between 

various banks. 

www.mackie.com - 800/258-6883 

DIGITAL MACKOIOS 
lunnm 
WMIW1IIS1 

CltlllilAni pllf II 

ANTARES 

HRlIlli til |llf il 

t.c. electronic 

tx electronic 



ELECTRIX MO-FX 
PROCESSOR 

effects chain. The inserts go pre-dis-
tortion, but minimizing the distortion 
drive setting causes the Bypass and 
Momentary buttons to control the 
external effect without introducing 
distortion. 

The flanger, delay, and tremolo 
work as expected, with a few twists. 

Electrix 
scores 

multieffects 

Although the Electrix Mo-Fx is a multi¬ 
effects (distortion, flange, tremolo, and 
delay) designed to satisfy the DJ’s/per-
formers appetite for effected sound, it’s 
great for studio engineers who like to 
play with a mix. Parameters aren’t hid-

output level trims for this unity-gain de¬ 
vice, although there are in/out level 
LEDs. If you need level control in the stu¬ 
dio, patch the Mo-Fx into an aux bus, 

den behind an LCD menu; 
every function is brought to a 
large, playable button or 
switch so you can bash 
around in real time. Like 
other Electrix units, the Mo-Fx 
works in a rack or on a table-
top (my preferred option), 
and is solidly constructed. 

You can’t program or 
recall settings, although each 
control produces MIDI con¬ 
troller data that can be 
recorded into a sequencer or 
fed back to re-create a per¬ 
formance. In the studio, I 
usually just ignore MIDI and 
send the track to be 
processed through the Mo-Fx 
to an empty recorder track. 

There are no input or 

BY CRAIG 
ANDERTON 

processor 
that will 

please DJs 
and 

engineers 
alike 

and use the bus sends and master to 
adjust levels. 

THE MODULES 
All effects have 
a Bypass/Active 
button and a 
large, lit Mo¬ 
mentary but¬ 
ton. Hitting this 
inserts the ef¬ 
fect if bypassed, 
and bypasses it 
if inserted — 
great for insert¬ 
ing effects when 
desired. 

Regarding 
individual 
modules, dis¬ 
tortion offers 
level and drive 
controls; it’s 
more of an 
overdrive effect 
than a “stack o’ 
Marshalls” 
buzz. Unlike 
the other ef¬ 
fects blocks, it 
can go in paral¬ 
lel, with distorted signal hitting the out 
— but you can also feed distorted or 

Each has a "Band" button that selects 
among seven combinations of high, 
mid, and low bands, so you can 
process the entire signal, individual 

N Groove 
MANUFACTURER: Electrix, 6710 Bertram Place, Victoria, BC., Cana¬ 
da V8M 1Z6. Tel: 250-544-4091. Web: www.electrixpro.coin . 

APPUCATION: Performance-oriented multieffects (distortion, flange, 
tremolo, delay) for processing recorded tracks, live instruments, loops, 
or turntables. 

SUMMARY: This multieffects is designed for real-time playing, not 
programming — it's fun, flexible, and unique. 

STRENGTHS: Solid tempo syncing options. Big knobs, lit switches, 
and bold typefaces for player-hostile stage environments. Insert ¡acks. 
Well constructed. Rack or tabletop operation. Clear documentation. 
Accepts turntable inputs. 

WEAKNESSES: No input or output level adjustments. Flanger not 
as flexible as some other devices. Delay tails continue to decay even 
after you release the "momentary effect" button. 

PRICE: $549.99 EQ FREE LIT. #: 104 

bands, or various combinations — for 
example, delay the hihat, but not the 

undistorted signal to the remaining kick. However, the Sync button is 
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these modules’ most important fea¬ 
ture, as it allows syncing sweeps to tap 
tempo or MIDI clocks. When synced, the 
speed controls become “division con¬ 
trols” for different rhythmic values 
(from l/8th speed to 8X speed). Fur¬ 
thermore, each block’s control can have 
its own division value. 

Other goodies include multiple 
tremolo modulation waveforms along 
with a stereo ping-pong option, delay 
times up to 2,600 ms (max delay regen¬ 
eration produces a "freeze" or “hold” ef¬ 
fect), and a tap tempo feature that av¬ 
erages multiple taps. My only 
complaints: I'd prefer a wider-range 
flange sweep, positive and negative 
flanging could be better differentiated (I 
don't think the regeneration phase 
changes when you change the mix 
phase), and the delay tails don’t cut off 
when you release the Momentary but¬ 
ton. I don't mind that they continue af¬ 
ter being bypassed, but I’d like some 

way to stop them with a switch. As 
things stand, you have to turn a control. 

1 seldom used all of the effects 
blocks at once, because each block offers 
so many playable options. I tended to 
concentrate on playing with and effecting 
a particular sound. For some trance mu¬ 
sic, you could probablyjust feed a couple 
low-frequency sawtooth waves into the 
Mo-Fx and play with the controls all night. 

BLAME CANADA 
With its first three products (Filter Fac¬ 
tory, Warp Factory, and Mo-Fx), Electrix 
has scored a signal processor hat trick. 
More importantly, this small Victoria 
company has taken a new slant on 
existing tools, and given hands-on engi-
neers/DJs/musicians extremely cool 
sound mutation machines. If you 
thought you’d seen it all when it comes 
to multieffects, Mo-Fx will convince 
you otherwise. It’s an outstanding and 
creative product. E® 

REAR PANEL CONNECTIONS 
• Left and right 1/4-inch line-level (+4) in/out ¡acks 

• Left and right RCA phono ¡acks, switchable between +4 or phono (turntable) level 
• 1/4-inch footswitch ¡ack for bypass on/off 

• Left and right TRS 1/4-inch ¡acks for inserting a pre-distortion effect 
• MIDI in/out/thru, with a 16-position, rotary channel-selector switch 
• IEC AC cord receptacle (settable to 110/120/234/240 volts) 

CIRCLE 59 ON FREE INFO CARD 
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E Q IN REVIEW 

Bomb Factory Classic Compressors 
Who needs hardware 
— get classic com¬ 

pression with your Pro 
Tools system 

BY MITCH GALLAGHER 

Vintage mania continues to run ram¬ 
pant in many parts of the audio uni¬ 
verse. How many of us haven’t lusted 
after a time-washed U 47 mic, a Neve 
1073 EQ, or an original lava lamp? But 
unfortunately, owning vintage gear 
comes with a price (that is, aside from 
its purchase price): You have to main¬ 
tain it, and, in this squeaky-clean 24-bit 
digital age, you also have to deal with 
’60s- and ’70s-level noise floors. And, 
of course, all that is assuming you can 
even find one, let alone find a good 
one. What’s a poor slob consumed with 
vintage gear envy to do? 

Buy a TDM/AudioSuite/RTAS-
compatible system and call the Bomb 
Factory, that’s what. Admitted vintage 
freaks themselves (check out 
www.bombfactory.com for a lust-in¬ 
spiring look at their collection), the 
Bomb Factory has collaborated with re¬ 
spected gear designers Dave Amels 
(Voce and others), B. Andrew Barta (the 
man behind Tech 21), and Bob Moog 
(the man himself), to re-package a 
number of classic processors into a 
group of very cool software plug-ins. 

Common fixtures on many vin¬ 
tage wish lists are the tube and solid-
state dynamics processors of days 
gone by. To address those wish lists, 
the Bomb Factory has also released the 
Classic Compressors package. Classic 
Compressors comprises plug-in ver¬ 
sions of two of the most sought-after 
vintage dynamics processors, the ven¬ 
erable Universal Audio LN-1176 solid-
state and LA-2A tube compressor/lim-
iters. TDM, AudioSuite, and RTAS 
(Real-Time AudioSuite) versions are 
available now, an MAS (MOTU Audio 
System) version is on the way. 

OVERVIEW 
I was immediately impressed by the 
graphic interfaces used for these plug¬ 
ins. The Bomb Factory gang has dupli¬ 
cated the front-panel appearance of the 
originals pixel-for-pixel. They’ve even 
gone to the trouble of duplicating the 
mechanical VU meter ballistics of the 
originals, so, if you’re accustomed to 
watching the real things, you’ll feel right 
at home. My only complaint with the 
user interface is that, while the knobs 
may move authentically, I found that 
unless you clicked very, very carefully, 
the selected knob would move with the 
click, even if you didn’t want it to. Once 
it was clicked, rotation, etc. was fine. 1 
just found it very hard to click without 
moving the knob. For tweaky adjust¬ 
ments, holding the Command key 
while clicking gives finer resolution. 

Bomb Factory has gone a step past 
the originals and added a few cool fea¬ 
tures such as sidechain inputs, storing 
and recalling presets, mono and stereo 
operation, and so on. The only other 
significant difference between the hard¬ 
ware and software units is that the LA-
2A’s Comp/Limit switch appears on the 
plug-in’s front panel, instead of the rear. 

With the TDM version, you can get 
three instances of either compressor on 
a Mix card DSP chip. The plug-ins will 
work on either type of chip on the card. 
The only limitation is that you can’t run 
a LA-2A and an 1176 on the same chip 
simultaneously. 

The entertaining manual discuss¬ 
es the concept of compression and the 
operation and specifics of each model, 
provides tips and tricks, and also cov¬ 

ers topics such as de-essing, “un¬ 
pumping” drum tracks, breathing life 
into lame tracks, and using predelay to 
achieve faster attack times. The manu¬ 
al is a combo affair, covering the entire 
line of Bomb Factory plug-ins. Be pre¬ 
pared to be constantly tempted by those 
you don’t own. 

IN USE 
The beauty of the hardware versions of 
both of these processors is that they’re 
simple to use. Dial a few settings in, and 
they sound good — that’s it. The same 
is true here with the modeled versions. 
While you can certainly over-com¬ 
press the signal or cause 
pumping/breathing very easily, these 
are some of the easier-to-dial-in com¬ 
pressors out there that still give you a 
reasonable amount of control over the 
unit’s operation. Speaking of over¬ 
compressing, there is a preset (or you 
can double-click or option-click a ratio 
button) for the 1176’s infamous “all four 
buttons depressed” setting, which 
squashes the signal completely. Not a 
sound I generally find particularly mu¬ 
sically useful, but, hey, the original 
could do it and so can this modeled ver¬ 
sion. 

The question with modeled de¬ 
vices and plug-ins is: “Do they sound 
like the originals?” In this case, the an¬ 
swer is, yes, Classic Compressors sound 
close enough for most ears. But, in my 
opinion, that almost misses the point of 
these processors. Taken on their own 
merit, they’re effective, good-sounding 
plug-ins. They add a nice roundness to 
the signal and also soften or warm the 
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top end a bit. I used them on drums, vo¬ 
cals, acoustic and electric guitars, basses, 
flugelhorn, percussion, and full mixes. In 
every case, I was pleased with the results. 
In fact, during the time I spent with the 
Classic Compressors, they became my 
first-call dynamics plug-ins (and my Pro 
Tools rig is loaded up with most of the 
competing products). 

CONCLUSIONS 
The Classic Compressors don’t fall into the 
“so-flexible-they-can-do-it-alT’ category. 
There are some cases where you’ll want more 
tweaky parameter control, multi-band com¬ 
pression, less coloration, and so on, but, for 
what they do, ±e 1176 and LA-2A top my list. 

While I don’t think many of us would 
turn down the opportunity to own a great 
example of one of the original hardware 

L A 
MANUFACTURER: Bomb Factory Digital, 3917 W. Burbank Blvd., Burbank, CA 91505. 
Tel: 818-558-7171. Web: www.bombfactory.com . 

APPLICATION: Virtual vintage compressor/limiters. 

SUMMARY: Impressive re-creations of two popular vintage dynamics processors; the Clas¬ 
sic Compressors package provides convincing tones and equally convincing operation 
with classy graphics, and couple of cool modern features. 

STRENGTHS: Authentic operation. Stereo link. Sidechain. Fairly DSP-efficient. Cool graph¬ 
ic interface — love those VU meters! 

WEAKNESSES: None to speak of. 

SYSTEM REQUIREMENTS: TDM/AudioSuite requires Pro Tools 4.0 or higher. Real-Time 
AudioSuite (RTAS) requires Pro Tools 5.0 LE or higher. 

PRICE: $599 EQ FREE LIT. #: 105 

units, these plug-ins are more than suffi¬ 
cient to give you similar results under 
many circumstances, and they’re a heck of 
a lot more convenient and flexible — and 
cheaper, especially since you can load 
multiple instances simultaneously. If 

you’re a Pro Tools user, and you’re look¬ 
ing for some vintage-style dynamics pro¬ 
cessing, check out the Bomb Factory of¬ 
ferings: Great performance, noise-free, no 
maintenance, good sound, they’re the 
bomb! (Sorry, couldn't resist....) EC 

SANSAMP MODEL PSA-1 
In addition to the Classic Compressors package, Bomb Facto¬ 
ry is also offering a number of other modeling processors, in¬ 
cluding Voce's Spin rotating speaker simulator, Bob Moog's 

moogerfooger Lowpass Filter and Ring Modulator, and Tech 

21 's SansAmp Model PSA-1. All feature the same type of im¬ 
pressive photo-realistic 3-D graphics as the compressors. Just 
for kicks, I took the PSA-1 for a spin around my hard drive. 

If you've checked out the hardware version of Tech 21 's 
SansAmp, then you have a great idea of what the Bomb Facto¬ 
ry plug-in can do for you. The plug-in provides a tube amplifier 
simulation with built-in speaker emulation and flexible sound 
shaping in the form of Buzz, Punch, Crunch, and Drive con-
trois, which shape the distortion characteristics, and High and 
Low EQ controls for shaping the tone. A Preamp control sets the 

input sensitivity and first stage of distortion, and a Level control 
acts as a master output volume. All of the controls are automat-
able in Pro Tools; using automation you can also access a Mas¬ 
ter Bypass control. 

Initially, I experimented using the SansAmp as an amp simu¬ 
lator for recording guitar tracks. Plugging a Les Paul and a 
Strat through a Radial Engineering DI straight into my digital 
mixer interfaced to Pro Tools, and later through a JoeMeek 

VC3Q preamp/EQ/compressor straight into Pro Tools, I was 
able to dial up a range of convincing tones. All 49 of the orig¬ 
inal presets from the hardware PSA-1 are included, as well as 
new presets, including two simulating the power amp distor¬ 
tion in a Leslie cabinet. (Handy for use with Bomb Factory's 
Voce Spin Leslie simulator plug-in, one would have to think.) 

For guitar, if you liked the sound of the original SansAmp, 
you'll like this re-creation. (Hmm, a model of a simulator; what 
will they think of next?) To my ears, the plug-in sounds espe¬ 

cially good on some of the heavier, higher-gain tones. As with 

most devices and processors similar to this, my ears were less 
deceived by the lower gain and clean guitar settings, but 

they're still pretty good and would likely work well in a mix. 
As much fun as I had annoying the neighbors with screaming 

guitars, I had even more fun when I settled down to process oth¬ 

er types of tracks with the PSA-1 plug-in. I first used it on a vari¬ 

ety of drum and percussion parts. I found that the plug-in could 
add a nice quality to the sound if it wasn't overdone — although 

overdoing it produced some nice sounds, too! In one extreme 
case, a resonant djembe sample turned into a ringing, punchy, 
almost-pitched electric guitar-type chunk when processed with 
high gain and careful EQ. Perfect for the grinding industrial 
track I was working on. As effective as the distortion and tone¬ 
shaping is on guitar, it can be equally powerful on drums. The 

Punch and Crunch controls, in particular, are voiced well for 
massaging the presence of drum tracks into shape. 

I next tried the PSA-1 on some Ebowed fretless bass tracks. 
Here, it helped to clarify and add presence to the sound with¬ 
out necessarily adding distortion; a nice trick. 

On vocals, you can use SansAmp almost as an EQ, to add 

some edge, to overload the signal, or to torture the vocals into 
outright distortion. The combination of the flexible distortion-
and tone-shaping controls gives you the ability to fine-tune the 
tone exactly the way you want, and, by automating changes, 
you can easily bring the effect in and out for certain passages 
or even words or syllables within a song. Very cool! 

Negatives? At $499 list, it's not cheap, but keep in mind 
that you can run multiple instances simultaneously — as long 
as you have DSP chips available. Each instance scarfs up an 
entire chip on a PCI or Mix card. Fortunately, it will run on any 
of the DSP chip varieties found on the Pro Tools cards. 

The verdict? A powerful distortion processor and amp simu¬ 

lator capable of broadly expanding your Pro Tools plug-in 
palette. Even if you're not into out-and-out distortion or direct-

recording guitars, you'll probably still be able to find a multi¬ 
tude of sound-shaping uses for the PSA-1. —Mitch Gallagher 
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E Q IN REVIEW 

Furman SRM-80 Signal Router/Monitor 
Get your monitor 

and dubbing needs 
under control 

BY MITCH GALLAGHER 

It’s no secret that, over the past few 
years or so, much of the recording, 
mixing, and processing power in 
many studios has been migrating to¬ 
ward the computer. My DAW, for ex¬ 
ample, handles just about everything 
involved in the production of audio; 
what isn’t accomplished in the DAW 
is handled by synths, samplers, and a 
few processors, which are directly 
connected to the DAW’s ins and outs. 
Microphones are routed through 
stand-alone preamps straight into 
the DAW’s converters. It’s all pretty 
neat and simple. 

I still have a mixer, but at this 
point its main purpose is to control 
the volume of my DAW’s output as it 
feeds my powered monitors. Occa¬ 
sionally, it’s used for monitoring a CD 
player, a cassette deck, and a DAT ma¬ 
chine, and for routing analog signals 
between the DAW and the various 
decks or from deck to deck. 

Kind of a waste, really. It’s a 
great board, but about all I’m using 
from it is the output section. So when 
I saw Furman Sound's SRM-80 signal 
router/monitor, I was intrigued. Here 
was a box that was apparently de¬ 
signed exactly for my situation. Would 
I at last be able to get rid of my mixer? 

OVERVIEW 
Let’s make one thing perfectly clear: 
Despite the question at the end of the 

last paragraph, the SRM-80 is not in¬ 
tended to replace a mixer. Mixers are 
still the most efficient way for routing 
and combining multitudinous sig¬ 
nals. But for many DAW-based rigs, 
mixers serve little or no purpose. And, 
in many studios, the small, rack-
mountable mixers being used aren’t 
capable of routing signals to and from 
multiple stereo master recorders or 
switching between multiple sets of 
speakers. In either case, the SRM-80 
can be a useful addition. Furman also 
offers an optional remote for the 
SRM-80, the SRM-RU ($79), which 
provides control over the speaker se¬ 
lection, mono, and dim switches. 

Here’s the short story: The single 
rackspace, SRM-80 comprises three 
sections: line level I/O routing, level 
control and metering, and speaker 
output and selection. Let’s take a 
closer look at each section. 

LINE LEVEL I/O 
The SRM-80 provides inputs and 
outputs for four stereo sources/des-
tinations in addition to a fifth stereo 
“Source” (input only), which is nor¬ 
mally connected to your mixer, sound 
card, or DAW output. The Source in¬ 
put pair uses 1/4-inch, balanced 
connections. The Stereo Device A I/O 
connections are also 1/4-inch bal¬ 
anced. A switch is provided for 
changing both of these from +4 to -10 
level operation. Too bad you can’t set 
their levels independently. Stereo 
Devices B, C, and D all use unbal¬ 
anced RCA connections and operate 
at -10 level. 

I hooked up the +4 balanced out¬ 
puts of an Alesis MasterLink to the 
Stereo Device A inputs, and the Mas-
terLink’s unbalanced RCA-10 outputs 
to the Stereo Device B inputs, and 

found that the SRM-80’s balanced I/O 
tends to run about 3 dB hotter than 
the unbalanced. This is definitely an 
audible difference and could be a 
problem if you’re trying to critically 
A-B between two sources. (Furman 
says that this input sensitivity prob¬ 
lem will be fixed in new units. Owners 
of existing SRM-80’s can contact the 
company for upgrade instructions.) 

Whether or not the SRM-80 has 
the right configuration of balanced 
and unbalanced I/O depends on the 
gear you have in your studio. It’s like¬ 
ly that there simply wasn’t room on 
the back panel for any other combi¬ 
nation of jacks, but, in an ideal world, 
I would have preferred to have seen all 
the line level I/O as switchable-level 
balanced/unbalanced 1/4-inch con¬ 
nectors, or, even better, switchable-
level combo XLR/ 1/4-inch connectors. 

Four rotary switches are used to 
route signals between the Stereo De¬ 
vice connections. Any source can 
feed any output, although Furman 
has wisely set things up so that a 
source can’t feed itself. You can dub 
between more than one set of I/O at 
the same time. For example, you can 
dub from A to B and from C to D si¬ 
multaneously while also monitoring 
any of the five inputs you choose. One 
input can also feed multiple outputs 
simultaneously. One application 
might be to feed the Source Stereo 
Device to all four of the other Stereo 
Devices for making multiple dubs or 
to mix to multiple machines/for-
mats at the same time. There are no 
pops or clicks when switching from 
device to device. 

MONITOR CONTROL/METERING 
The monitor control and metering 
section features another rotary 
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E Q IN REVIEW 

MANUFACTURER: Furman Sound, 1997 South McDowell Blvd., Petaluma, CA 94954. Tel: 
707-763-1010. Web: www.furmansound.com . 

APPLICATION: Monitoring, routing, and dubbing controller. 

SUMMARY: If you've been looking for a way to get your monitor and dubbing needs un¬ 
der control, the SRM 80 deserves serious consideration. If s particularly cool for DAW own¬ 
ers who don't want to fool with a mixer just for controlling monitor levels and dubbing. 

STRENGTHS: Plenty of inputs. Flexible routing and dubbing capabilities. 

WEAKNESSES: Stereo balance shifts at low monitoring levels. The +4 balanced signals 
connected to the +4 inputs tend to be 3-4 dB hotter than the same signal at -10 dB run 
into the -10 dB inputs. 

PRICE: $499 EQ FREE LIT. #: 102 

switch, which lets you choose any of the 
five inputs (Stereo Devices A through D 
or Source). A Listening Level knob sets 
the monitor volume, and a Dim switch 
is provided for quickly reducing the vol¬ 
ume level by 15 dB — handy for when 
the producer needs to take a phone call 
during the session. Not that that ever 
happens.... 

Rounding out the monitor control 
section is the Mono switch, which sums 
the left and right signals, and an LED 
bargraph meter. The meter is switchable 
from average- to peak-reading opera¬ 
tion, and concentrates most of its 40 
steps of resolution in the range from -7 
dB to +12 dB (in peak mode). 

The Listening Level control exhib¬ 
ited the biggest flaw in the unit: As the 
volume was reduced to very low levels, 
the stereo balance skewed off to the left 
side. Once the volume was up to more 
reasonable levels, the image centered 
and was fine. Fade ins/outs and quiet 
input levels in the audio signal didn’t ex¬ 
hibit this behavior; the problem seemed 
to be with the pot or circuit used to set 
the output volume of the SRM-80 itself. 

SPEAKER OUTPUT/SELECTION 
The final section of the SRM-80 deals 
with routing the signal to various pairs 
of speakers. Connections are provided 
for one set of powered monitors and two 
sets of passive (unpowered) monitors. 
Routing to the unpowered monitors is 
accomplished by sending a line-level 
output to the power amp, bringing the 
power amp’s speaker-level output back 

into the SRM-80, then routing the SRM-
80’s two speaker-level outs to the mon¬ 
itors themselves. 

You could quibble with this selec¬ 
tion of speaker outputs. One retailer I 
spoke to confirmed my suspicion that 
powered monitors currently outsell 
unpowered by a large margin. Howev¬ 
er, there’s no debating that there are 
thousands of pairs of unpowered mon¬ 
itors in use out there, so Furman can 
certainly justify their choice. 

If you’re like me, and mainly use 
powered monitors, it is possible to use 
the line-level feed intended to go to the 
power amp’s input as a second powered 
monitor feed, although this isn’t docu¬ 
mented in the SRM-80’s manual. This 
lets you switch between two sets of 
powered monitors, although the third 

SRM-80 speaker connection is wasted. 
Three switches with accompanying 

indicator lights allow you to choose 
which set of speakers you’re listening to; 
deselecting all the switches mutes the 
SRM-80’s monitor output, although not 
the headphone output, which is handy. 

Speaking of the headphone out, I 
found that the SRM-80 was capable of 
providing more than enough power to 
drive my AKG K240m headphones to 
ridiculously loud levels. I would have 
liked to have seen a separate volume 
control over the headphone output, but 
in practice I found that a reasonable 
listening level over the speakers also re¬ 
sulted in a reasonable level in my 240’s. 

Below the speaker selection switch¬ 
es you’ll find three tiny, recessed trim 
pots for balancing the relative levels of 
your monitors. You’ll need a small 
Phillips-head screwdriver to adjust 
them, but these are likely to be “set ’em 
and forget ’em" controls, so the hassle 
is minimal. 

In my experience, setting the trims 
properly is critical to getting the most out 
of the SRM-80. At first, I followed the 
manual’s advice and set the trims to 
around 75 percent. But I found that, with 
this setting, I was running the Listening 
Level control barely cracked open for 
reasonable listening levels — resulting in 
the stereo balance problem discussed 
above. Instead of following the manual, 
I turned the trims all the way down, 
which let me bring the Listening Level 
control up to the middle part of its range. 
This solved the stereo balance problem, 
as well as a problem I had with the vol¬ 
ume jumping abruptly on as I cracked 
open the Listening Level. With the trims 

continued on page 128 

FURMAN SRM-80 SPECS 
Line Level Inputs: Source: Stereo 1/4-inch, balanced +4 dBu or-10 dBV 

Input A: Stereo 1/4-inch, balanced +4 dBu or-10 dBV 
Input B, C, D: Stereo RCA, unbalanced -10 dBV 

Speaker Level Inputs: "From Power Amp": stereo, binding post 

Line Level Outputs: 

Output A: Stereo 1/4-inch, balanced +4 dBu or -10 dBV 

Output B, C, D: Stereo RCA, unbalanced -10 dBV 
Speaker A: Stereo 1/4-inch, balanced +4 dBu 

"To Power Amp": Stereo 1 /4-inch, balanced +4 dBu 
Speaker Level Outputs: Speaker B, C: Stereo, binding post 

Headphone Output: Front-panel 1/4-inch TRS 
Metering: 40x2 LED bargraph meter, switchable from peak to average 

response 
Monitor Control Options: Listening level, Dim (15 dB attenuator), Mono 

(sum), speaker level trim (3), speaker selector switches (3) 
Frequency Response: +0, -1 dB from 20 Hz to 20 kHz 
Dynamic Range: Greater than 96 dB 
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E Q IN REVIEW 

Event Project Studio PS6 Monitors 
Event’s latest nearfields 
offer big sound in a 

compact size 

BY MITCH GALLAGHER 

Over the past few years, Event Elec¬ 
tronics has garnered a significant 
reputation for producing great-sound¬ 
ing affordable nearfield monitors 
(they refer to them as "Direct Field” 
monitors for technical correctness). 
Most of their designs are self-pow¬ 
ered, although there’s one passive 
(unpowered) model in the line-up. 

For this review, we’re checking out 
the middle-sized member of Event’s 
new Project Studio series, the PS6. (See 
“Meet the Family” for more on the Pro¬ 
ject Studio family.) The PS6 is a self-
powered biamplified design, driving a 
6.5-inch low-frequency driver with 70 
watts and a 1-inch silk-dome tweeter 
with 30 watts. The individual monitors 
are all identical — meaning there’s no 
dedicated “left” and “right” speaker. 
They can be used in either vertical 
(standing up) or horizontal (lying on 
their side) orientation. The front-pan-
el features include two ports for in¬ 
creased bass response and a green 
power LED in the speaker surround 
that doubles as a clip indicator for those 
of you who get a bit too aggressive with 
the volume control. (You can bet that 
clip light never flickered while /was us¬ 
ing them....) 

Around the back, we find a reas¬ 
suringly simple layout: There’s a stan¬ 
dard IEC three-prong power cable jack 
and a power switch. Near the top 
(assuming vertical orientation) are 
1/4-inch and XLR inputs, either of 
which can operate balanced or unbal¬ 
anced at -10 or +4 levels. Apparently 
two jacks were used (rather than the in¬ 
creasingly common Neutrik combo 
1/4-inch/XLR jack) to allow for paral¬ 
lel “pass-through” signals to be sent on 
to a subwoofer, if you’re using one. 

A screwdriver-adjustable input 
sensitivity control is located between 

the two input jacks. It offers a broad 20 
dB of range, and there’s a détente at -5 
dB. While the sensitivity control allows 
you to easily match the speaker levels 
to just about anything else you might 
need to deal with, it can be difficult to 
match the levels of the speakers to each 
other — the level control is fairly 
touchy, and it’s tough to eyeball or oth¬ 
erwise ensure they’re truly set the 
same. To be fair, just about any moni¬ 
tor with a sensitivity control will suffer 

a similar problem; even “notched” 
level pots don’t guarantee level match¬ 
ing. The best solution is to run the 
sensitivity controls all the way up. 

There are no controls provided for 
adjusting high- or low-frequency re¬ 
sponse. Event says that the PS6’s are 
designed to be flat, and that, if you ad¬ 
just the response, you no longer have 
a flat reference. Further, they feel that 
if the speakers are set up properly, 
there should be no reason to have to 

EVENT PS6 SPECS 
LF Driver:.6.5-inch polypropylene cone 
LF Amp Power: . 70 watts 
HF Driver: . 1-inch silk dome 
HF Amp Power: . 30 watts 
Frequency Response: .45 Hz-20kHz, ±3 dB, ref 500 Hz 
Input Sensitivity: . 1.1V produces full output 
Crossover: . 2.6 kHz, active 4th order asymmetrical 
Input Connectors: . Balanced/unbalanced XLR and 1/4-inch 
Input Level Control Range: .20 dB 
Indicators: .Combination power on/clip LED 
Magnetic Shielding: .Yes 
Dimensions: . 8.25-inch x 12.5-inch x 1 O-inch 
Weight: .23 lbs. each 
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(U IN REVIEW 

MANUFACTURER: Event Electronics, P.O. Box 4189, Santo Barbora, CA 93140. Tel: 805-
566-7777. Web: www.event! .com. 

APPLICATION: Nearfield monitoring. 

SUMMARY: Clean, defined biamped monitors that pack a punch into a good-sounding, 
compact, low-priced, high-value package. 

STRENGTHS: Big sound for compact size. Excellent price/performance ratio Articulate midrange. 

WEAKNESSES: No response tailoring. Somewhat difficult to match sensitivity levels 
between the speakers. 

PRICE: $699 per pair. EQ FREE LIT. #: 103 

tweak their response. I still prefer to have 
the option to tune the speakers; many 
project studios have less than optimal 
acoustic and placement conditions. 

Size-wise, the PS6’s are only slight¬ 
ly larger than Genelec 1030A’s, although 
they weigh about six pounds more. Their 
size and weight is comfortable for most, 
if not all, normal nearfield applications 
and placements. With their front porting, 
they can be placed nearer to walls behind 
them than some other designs. It’s still 
probably a good idea to keep the PS6’s 
some distance away from large flat sur¬ 
faces to prevent unwanted bass build-up. 
The six-page manual gives a rundown on 
how to place the monitors for best results, 
as well as a description of the various con¬ 
nectors and controls. 

Some speaker manufacturers sug¬ 
gest that, for best stereo imaging, the 
monitors be placed “tweeter in” when in 
horizontal orientation (setting on their 
sides); the Event manual suggests the op¬ 
posite for the PS6’s. It’s probably best to 
follow the specific manufacturer’s rec¬ 
ommendations on this point (and other 
points, for that matter), but you might 

experiment with the other orientation to 
see which you like best. I tried them both 
horizontally and vertically, and, being a 
good little reviewer, I followed the man¬ 
ufacturer’s instructions for placement. 

THE SOUND 
I set up the PS6’s in my studio and settled 
in for extended listening to a variety of 
commercial releases; everything from 
Hans Zimmer’s orchestral score for A Thin 
Red Line to the classical guitar of the Los 

Angeles Guitar Quartet's Air and Ground 
to Pantera’s Reinventing the Steel to the 
ubiquitous Roger Nichols’s work on Steely 
Dan’s new Two Against Nature. I also scru¬ 
tinized an array of my own mixes and 
works in progress. The de facto monitors 
in my studio are Genelec 1030A’s, which 
I know more intimately than perhaps a 
human being should (no comments 
please, this is a family magazine). 

Guess what: The PS6’s sound differ¬ 
ent from the Genelecs! Okay, no real sur¬ 
prise there; all speakers sound different 
(despite them all claiming to be “flat” and 
“accurate”). To be more specific, as with 
all Event monitors I’ve listened to. they 
tend to be brighter, and to have more 
presence in the upper-midrange and 
lower-highs than some other speakers. 
(Event says their speakers seem brighter 
because they use a silk-dome tweeter, 
which has no resonant frequency that 
must be scooped out.) They’re nice and 
tight on bass, but on first impression 
don’t seem to reach down quite as far as 
some similar-sized monitors I’ve used. 
This can be deceiving though, since the 
enhanced upper-mid presence tends to 
emphasize the “punch” of bass sounds, 
rather than the “boom." By focusing in 
and carefully comparing the bass of the 
1030A’s with the PSo’s, it became clear 
that the bass range of the two is actually 
quite similar; it’s in the higher-bass/low-
er-mid frequencies that there are differ¬ 
ences. The Genelecs sound rounder and 
fuller here, the Event’s more present and 
perhaps clearer. 

I did find that, to my ears, the 
Events are ever so slightly better suited to 
pop/rock/electronic music than to 
acoustic and classical material With 
the Los Angeles Guitar Quartet’s nylon-
string classical guitars, for example, the 
PS6’s got a bit “stringy” sounding, em¬ 
phasizing the pluck portion of each 

SURROUNDED BY EVENT PS5 MONITORS 
While there are many medium-to-large nearfield monitors currently available for sur¬ 
round monitoring, there are a number of applications that require speakers that are 
smaller and more portable. Take DAWs, for instance: With many new software ap¬ 
plications containing some sort of surround implementation, there's a coming need 
for a surround monitor system that fits within the limited space normally found in an 
editing situation. Bring on the new Event PS5's, which seem destined for this appli¬ 

cation (and others) thanks to their size and surprisingly big sound. 
I used the PS5's on location during a live recording of the Ives Quintet at Colburn 

Hall in Los Angeles with great results. They were small enough to not only be easy 
to pack and carry, but also to fit nicely into the available space allotted for a 
makeshift control room. (In this case the "Green Room" just off the stage of the hall.) 
Not only were the members of the quintet surprised and pleased with the playback, 

but we found that the tracks we recorded (done at 24-bit/96 kHz resolution) trans¬ 

lated well once we got back to the studio for editing and mixing. It's always interest¬ 
ing to measure the reactions of players who've not yet experienced surround sound, 

and the PS5's certainly helped to make the Quintet's first exposure most enjoyable. 
As stated before, the other perfect application of the PS5's is with a DAW. 

Thanks to their flipclown stand, the monitors are always correctly aimed and their 
small size makes them relatively unobtrusive. But the thing about these monitors is 
that they have a very big sound for such a small box. They will fool you into think¬ 
ing that they're larger than they are, as they put out much more low end and overall 
level than you'd expect. They also maintain their frequency response and, therefore, 

their "sound" at just about all levels until clipping. 
If you're looking for a budget surround system or if space is a primary concern, 

the Event PS5's are certainly worth considering. The PS5's have a manufacturer's 

retail price of $299.50 each. —Bobby Owsinski 
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MEET THE FAMILY 
The PSó's are part of a family of three 
models that also includes the PS5 
(5.25-inch woofer, $599 per pair) and 
PS8 (8-inch woofer, $849 per pair). 

The three models are very similar, dif¬ 
fering only in the size of their cabinets 
and woofers, their respective frequency 
responses (the larger speakers go low¬ 
er), and the design of their active 
crossovers. All three models share the 
same amplifier, which provides 70 
watts for the lows and 30 watts to the 
highs. The PSó's and PS8's share the 
same 1 -inch silk-dome tweeter, and the 
same controls and layout. The PS5's 
sport a slightly different tweeter, a front¬ 

panel volume control, and a built-in tilt 
stand. All three models are shielded for 
use near computer monitors and video 
displays. 

Event says that the PS5's were based 
on their Tria system, while the PS8's 
share many similar characteristics with 
the popular 20/20bas monitors (200-
watt, 8-inch, biamped design). —MG 

note. We’re talking real subtleties here, 
but it is something I also noted in lis¬ 
tening to my acoustic steel-string guitar 
tracks, whether fingerpicked or 
strummed. On the other side of the coin, 
the Events offer a nice depth of field; you 
can hear “into” a mix and discern back¬ 
ground and lower-level sounds well. 

This points up one of the best things 
about the Events: They can be very re¬ 
vealing in the mids. Things like acoustic 
and electric guitar, vocals, and snare 
jump right out and are available for 
close scrutiny. Working on my own mix ¬ 
es, I found it easy to discern reverb levels 
on the Events. Interestingly, I also found 
it easy to hear the effects of compression 
on the Events — squashed attacks and 
peaks are readily apparent with that 
cool upper-midrange clarity. 

Don’t take this discussion of “en¬ 
hanced midrange" to mean that the PS6’s 
are harsh-sounding, however. The Events 
are easy to listen to for long sessions; ear 
fatigue was not an issue with them. The 
mixes that I did on them also transferred 
well to other systems, probably the most 
important thing a studio monitor — no 
matter what its size or type — 
can provide. 

continued on page 130 
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24-bit Analog I/O • 24/96 Digital I/O 
Two MIDI Ports 
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"Sonically, the LynxONE is 

top quality. Easy Install 
and crash free operation... 
offers I/O and sync options 

professionals expect. 
One could use this card 
for a big-buck master 

session or block-buster 
movie without any 

reservations." 

Lynx Studio Technology, Inc. 
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“The LynxONE is an 
excellent mastering 

card in terms of sound 
quality and flexibility. 

Suitable for today's 
professional studio.” 

AUDIO QUALITY: 5 [out of 51] 

-Electronic Musician 
August 1919 

- ?K, Audio Review 
April 2000 

“It's extremely 
clean, very clear, 

and amazingly 
accurate. 

Rock solid with a 
wide range of 

programs.” 
-Recording Magazine 

February 2000 
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E Q IN REVIEW 

Rede Classic II Multipattern Tube Mk 
Event releases an 

improved sequel to the 
original Classic 

BY STEVE LA CERRA 

Several years ago, Rode introduced a 
multipattern tube microphone called the 
Classic. While the Classic certainly had a 
successful run, Rode engineers made im¬ 
provements to the design and have now in¬ 
troduced the Classic II. There are some ob¬ 
vious differences between the Classic and 
the Classic II such as a new suspension¬ 
type shockmount, slightly different body 
styling, and more rugged connectors on the 

body has a gold dot indicating its front). A 
ground-lift switch is provided on the rear 
panel of the power supply, should you find 
yourself in a situation that requires it (we 
didn't). Though we didn’t like the fact that 
the shockmount was made of plastic, it at¬ 
taches to the mic quickly and easily: you 
rest the mic in the cradle and then screw 
the cable into the rear of the mic body, 
sandwiching the bottom of the mount in 
between. Done. This is an important im¬ 
provement over the original Classic’s 
mount, which was susceptible to stand-
transmitted noise. 

In the studio we used the Rode Clas¬ 
sic II on a variety of acoustic instruments 
as well as vocals. On a session recording 
steel-string acoustic guitar, the Classic II 
sounded great. Top end was shimmery 
and extended (no tube murkiness here); 

our player slapped the strings. Initially the 
timbre for the fingerpicked track was a 
touch heavy on the bass; moving the rolloff 
to the 12 o'clock position cured this. These 
sessions clearly revealed that the Classic 
H’s noise floor is lower than that of the 
Classic. Since we had the Classic on 
hand, we were able to A/B the two mies, 
confirming that Rode has indeed suc¬ 
ceeded in making the Classic II quieter 
than its predecessor. (Event says the dif¬ 
ference between the self noise in the two 
models is 10 dB —down from 32 dB in the 
Classic to 22 dB with the Classic II—a sig¬ 
nificant difference.) 

During the process of positioning 
the mic and getting levels, it was pos¬ 
sible for us to experiment with the 
rolloff and pattern selector switches 
while not disturbing our artist. 

mic and power supply. Not-so-obvious dif¬ 
ferences include a redesigned capsule, up¬ 
dated power supply, and refinements in 
the electronic circuitry. The redesign even 
extended to the mic’s multi-pin cable; 
Event claims the new cable is much more 
robust than the one included with the orig¬ 
inal Classic. The Classic II ships in an alu¬ 
minum flight case with compartments for 
the microphone, power supply, shock¬ 
mount, and cables. In addition to the 
shockmount, a swivel-type stand adapter 
is supplied for applications where the 
shockmount isn't needed. 

Out of the box, there were several 
things we liked about the Classic II, such as 
the heavy-duty multi-pin plugs on the ca¬ 
ble that connect the mic to the power sup¬ 
ply. Any guesswork regarding pin orien¬ 
tation is eliminated by white dots 
indicating the 12 o’clock position (the mic 

in spite of the fact that the guitarist 
thought the instrument sounded 
bassy on playback, we felt it was 
quite well balanced. Since he was 
singing while playing, we tried the 
cardioid and the next-more-di-
rectional pattern in an effort to iso¬ 
late the guitar from the vocal. Our 
success varied. On a song where 
the guitar was strummed, isolation 
was adequate. On a song that was 
fingerpicked rather softly, the 
gain on our Yamaha 02R mic pre 
had to be cranked up quite a bit to 
get a usable signal level to tape, 
and so the vocal was subjectively 
much louder. 

In any case, the Classic II 
picked up a sense of immediacy 
on the fingerpicked guitar with a 
crisp, percussive element when 

EQ FREE LIT. #: 106 
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WEAKNESSES: Plastic shockmount. 

PRICE: $1.995 

MANUFACTURER: Distributed in the U.S. by Event Electron ics, P.O. Box 4189, Santa Bar¬ 
bara, CA 93140-4189. Tel: 805-566-7777. Fax: 805-566-7771. Web: www.eventl .com. 

SUMMARY: A flexible, quiet, large-diaphragm, multipattern tube microphone. 

APPLICATIONS: Acoustic instruments, vocals — a great all-around mic. 

STRENGTHS: Nine polar patterns, remotely switchable from power supply. Two-position 
bass rolloff. Two position pad. Bundled shockmount. Quiet. 
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Although switching wasn’t totally silent 
— we wouldn’t do this during a take — it 
was quiet enough not to annoy the gui¬ 
tarist. We quickly took to using the pat¬ 
tern switch as a means of tonal adjust¬ 
ment. Much as we expected, switching 
the pattern toward omni flattened out the 
bottom end, while moving the pattern 
switch to the one o’clock position added 
a touch of bass. We found the pad 
switch to be noisier when moved, and 
suggest muting input to the tape ma¬ 
chine when changing it. 

The transition between polar patterns 
is very smooth. In the first position from 
omni, we could barely detect a slight re¬ 
jection of sound from the rear. As we 
switched the pattern toward cardioid, rear 
rejection increased and proximity effect 
became more evident. We found the car¬ 
dioid pattern to have a wide front lobe; al¬ 
though it rejected sound well at 180 de¬ 
grees, sound from ±45 degrees was picked 
up almost as strongly as sound directly 
from the front — and with very little off-
axis coloration. In the figure-eight pattern, 
the 0- and 180-degree points sounded vir¬ 
tually identical. When used as a room mic 
for a live drum kit, the Classic II captured 
an excellent translation of the drum¬ 
mer’s performance. The bottom end had 
plenty of slam without overcoming the rest 
of the kit. Cymbals were bright without 
sounding harsh, and stick hits on the toms 
were well defined. 

For an a cappellalead vocal, we began 
by using the Classic II with the rolloff 
switched out. A popping “p” or two led us 
to switch the rolloff to the first position, cur¬ 
ing the problem. The timbre of the vocal 
was very natural, and, since the singer was 
almost a foot away from the mic, the low-
frequency response was smooth, with just 
the right amount of "chest” to the sound. At 
one point, our vocalist began whistling, and 
the Classic II clearly captured the whisde 
without picking up wind noise—which can 
be a problem with some microphones. 
When our vocalist began belting it out, the 
mic produced a bit of an edge in the sound, 
which we liked. 

Between the pattern selector, rolloff 
switch, and positioning, this microphone 
can produce a huge range of sounds, 
making it a good all-around mic. Rode 
has made worthwhile improvements to 
the design over the Classic, without 
abandoning the personality of the origi¬ 
nal — which fans of the Classic will ap¬ 
preciate. Like the Classic, the Classic II ap¬ 
pears to be a solid piece of equipment 
that ought to last for years. E® 
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the grace design model 801R 
remote control microphone preamplifier system 

V.gracedesign.com 

Seamlessly control up to 64 channels of our award winning 
microphone preamplifier from up to 1000 away with ons 
convenient desktop remote controller Complete 
metering. scene memory/ recall and channel group 
mode combine to make this the most elegant 
revolutionary microphone preamplifier available. 
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"The mix that I did 
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tight, indicating that 

the accuracy of the 

monitor is as sharp as Chicago Trax, Chicago 

the literature says it is." 

—Bobby Owsinski 
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E Q IN REVIEW 

TC Works Spark 15 Digital Audio Editor 
The Mac continues its 

comeback into the digital 
audio editing arena 

BY CRAIG ANDERTON 

In the beginning of Mac 2-track digital au¬ 
dio editing, there was Digidesign’s Sound 
Designer, and it was good. Then there was 
Blank Software’s Alchemy, and it was bet¬ 
ter. Then dark times fell upon the land: 
Digidesign cast away Sound Designer, 
Blank Software was destroyed by an 
earthquake, and many were exiled to the 
Tribe of Gates. Then a miracle occurred: 
Steve Berkley said, “I will render unto the 
Macintosh a professional 2-track edi¬ 
tor,” and he did, called Peak. The Mac had 
a real editor again. 

TC Works further legitimizes the 
Mac’s comeback with Spark. You probably 
know editing program basics: cut, paste, 
copy, normalize, and the like (if not, go to 
www.musicplayersnetwork.com , and 
check out the “Basic Digital Audio Editing” 
slide show). So, this review will concentrate 
on Spark’s distinguishing features. 

THE BROWSER VIEW 
TC Electronic, the parent company of TC 
Works, knows how to create interfaces, 
and TC Works has adopted an elegant, 
simple interface. There are two main el¬ 
ements; the Browser view (fig. 1) inte¬ 
grates waveform editing/region creation 
with overview, playlist creation/editing, 
and file selection panes (we'll cover the 
Master View later). You can change the 
proportions of the various panes, so if 
you're looking for files, make the file sec¬ 
tion bigger at the expense of other panes. 
After selecting a waveform, make the edit¬ 
ing pane proportionately bigger. This is¬ 
n’t a huge technical innovation, but not 
having to deal with multiple, overlapping 
windows works for me. The one thing I 
miss compared to Windows is 
“mouseovers” so when the mouse pass¬ 
es over an icon, you see the function 
spelled out. [Ed. Note: This has been fixed 
in Spark XL (see sidebar), and will also be 
included in the next Spark release.) 

Spark lets you “build” a database of 
audio files by adding folders, adding files, 
etc. So, you can browse your hard drive(s) 
and create a collection of files pertinent 
to a particular project. If that's too much 
work, drag and drop files from the desk¬ 
top to the waveform editor, or import di¬ 
rectly from audio CDs (requires Quick¬ 
Time 3.0 minimum). 

Recording is straightforward, al¬ 
though a bonus is that you can apply up 
to two plug-ins in the recording path. Note 
that these plug-ins sit in the chain after the 
analog-to-digital stage, so a limiter here 
won't necessarily help prevent clipping. 
Still, it’s cool to be able to EQ or compress 
with a plug-in during recording. You can 
also sample rate convert in real time, even 
on the fly while recording. Destructive 
editing options include the usual suspects 
(cut/paste/clear/etc., normalize, fade, 
change gain, reverse, invert, remove DC 
offset, convert sample rate, time 
stretch/pitch shift, and add plug-ins), but 
the resampling is particularly good, and 
the stretch/pitch functions are excellent 
with reasonable changes. The transport 

works as expected, save the welcome im¬ 
plementation of a smooth jog/shuttle-type 
control. The only problem is a very 
s-/-o-wrewriting processing with longfiles, 
as the program seems to rewrite the entire 
file and regenerate a new overview, even 
if you only change a small section. 

The playlist is where you collect re¬ 
gions. You can add CD index markers (as 
well as sub indices), change level, etc. The 
best feature here is the cut editor, a win¬ 
dow that specifies eight transition/cross-
fade types between playlist entries. The 
crossfades are all real-time, and have no 
length limitation other than your file’s 
length. The inability to create your own 
curves is compensated for by being able 
to choose either Overlap or Extend Cross-
fade modes, which place regions on top of 
each other or extend regions into the 
crossfade area, respectively. You can also 
place the index marker at the crossfade’s 
beginning, end, or middle—very handy. 

MASTER VIEW/FXMACHINE 
The Master View includes several 
elements. 

FIGURE 1 : Spark adding punch to a remix. Three plug-ins in the top row 
isolate the bass (about a 60 Hz bandpass filter), expand it like a noise 

gate, then compress the sound that’s left. This gives a percussive, strong 
pulse. The middle line carries the straight signal in parallel. The bottom 

row brings in a very tiny amount of distortion. The Browser View is labeled 
“untitled,” and the Master View, “master.” 
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Metering consists of peak level meters 
and a separate correlator meter that shows 
phase differences between the two individ¬ 
ual channels, from which you can predict 
mono compatibility and the ability to suc¬ 
cessfully make vinyl masters (which still mat¬ 
ters for DJs, especially with the new do-it-
yourself acetate cutter from Vestax). There's 
no average level metering, though; I'd like an 
option to see average level, with the peak hold 
function tracking peaks. 

Dither accommodates dithering to 8-, 
16-, 20-, or 24-bit resolution. 

The FXmachinewVl be familiar to any¬ 
one who has used TC Electronic processors. 
It's a 4 X 5 matrix where you can insert/re¬ 
move stereo plug-ins. The four ins allow for 
parallel processing, but you can also split and 
mix within the matrix for parallel/series ef¬ 
fects combinations. 

.And it gets better: Duplicate a plug-in, 
including settings, by option-dragging from 
one position to another. Futhermore, indi¬ 
vidual level controls and metering for each 
“slot" ride herd on possible overload situa¬ 
tions. You can also mute or bypass slots, and 

MANUFACTURER: TC Works, 742-A Hampshire Rd., Westlake Village, CA 91361. Tel: 805-
373-1828. Web: www.tcworks.de . 

APPLICATION: Edit and/or master two channels of digital audio, as well as edit samplers 
and burn CDs. 

SUMMARY: An innovative digital audio editor that further revitalizes the Mac as a digital 
audio editing platform. 

MINIMUM SYSTEM REQUIREMENTS: PowerMac with 604/166 MHz, MacOS 8.1 64 MB 
RAM, ASIO compatible sound card highly recommended. (Tested with PowerComputing 
604e/200 MHz processor and SeaSound Solo interface.) 

STRENGTHS: FXmachine is absolutely brilliant, and also works as a MAS or VST plug-in. 
Elegant interface. Sampler and CD-burning support. Excellent batch processor. Supports MP3 
file format. Runs on older 604 machines. Twelve VST plug-ins included. Imports Akai sam¬ 
ples from SCSI CD-ROM. Supports Digi Direct I/O and ASIO. 

WEAKNESSES: No EFT views, spectrum analysis, or test tone generation. Entire file is rewrit¬ 
ten, even with small changes. Supports VST format plug-ins only. No average meter read¬ 
ings, only peak. 

PRICE: S499 EQ FREE LIT #: 107 

a “live" mode allows for real-time processing 
through the matrix. Depending on what 
you’re doing and your audio I/O, etc., laten¬ 
cy’ can become an issue here. 

Best of all. the FXmachine is itself a 
VST/MAS-compatible plug-in. So you can 
even stick an FXmachine collection of plug¬ 

ins into a slot in the FXmachine (in practice, 
though, loading in too many plug-ins will 
bring your computer to a crawl). When used 
as a MAS plug-in, you can finally use VST ef¬ 
fects within Digital Performer. The manual 
apologizes for not letting you nest an 

continued on page 130 

SPARK XL HITS THE STREETS 
Just as this issue was going to press, TC Works released a new ver¬ 
sion of Spark, Spark XL. EQ was fortunate enough to receive the 
very first copy in the U.S., so that we could bring you this look at 
the new product. 

Spark XL ($699) is aimed at the higher-end of the digital audio 

editing world. It doesn't replace Spark 1.5, rather it's aimed at a dif¬ 
ferent set of potential users. (Spark owners can upgrade for $ 199.) 

Primary among Spark XL's enhancements are support for Digidesign 

Pro Tools Mix systems, TDM, and two new native restoration plug¬ 
ins, DeClicker and DeNoiser. Spark could access Pro Tools systems 
for audio input and output through Direct I/O drivers previously, but 
the XL version uses Digidesign's new DirectConnect plug-in. This al¬ 

lows the software to take full advantage of Pro Tools' TDM capabili¬ 
ties — including support for TDM plug-ins. Up to five TDM plug-ins 
can be used simultaneously, Spark XL routes through them in a serial 
fashion using a new TDM Master View. As a bonus, you're still able 
to access Spark's FXmachine while using TDM plug-ins Yes, that's 
right, you can run VST and TDM format plug-ins at the same time! In 
practice, this worked flawlessly for me. However, be aware that 
Spark XL, when using DirectConnect, requires a whopping total of 
five DSP chips; this only leaves you with one open chip for running 

plug-ins on an unexpanded Pro Tools Mix system. 
A few other things are included in Spark XL tha* will be rolled 

into upcoming versions of Spark, such as support for reading Akai-
format CD-ROMs from IDE drives. The lack of "mouseover" labels 
Craig mentions in his Spark review has also been addressed; now 
when you roll the mouse over the toolbar, labels pop up to tell you 
what each thing does. 

Since I had only a short time with XL before this issue's deadline, 

I immediately put the program to work on the very worst-sounding 
audio I could come up with. I dug out a recording of my first band 
from back in 1980, recorded live to a low-budget boom box using 
the built-in mic. We're talking hiss, pops, auto-compression, distor¬ 
tion — yikes! With a minimal amount of effort, I was able to come 
up with a surprisingly clean, almost-listenable end product. I used a 

combination of VST and TDM plug-ins to do the work, and I was 
especially impressed with the new real-time DeNoiser plug-in, 

which was able to remove a surprising amount of the wash of 
noise in the recording with minimal damage to the "glorious" music 
living within it. The DeNoiser works in similar fashion to other noise 
reduction programs and plug-ins, by taking a "fingerprint" of the 

noise you want removed. You can dial in the amount of noise re¬ 
duction you want, "bias" the fingerprint for better results, and set 
the release time for the processing. 

If you're a Pro Tools Mix user, Spark XL is definitely a worthy 
upgrade to Spark. It's also a strong contender if you're doing 
restoration work or remastering old recordings. The DeNoiser 
plug-in operates very effectively, and being able to combine VST 
and TDM plug-ins gives you a great deal of processing power 
and flexibility. 

As I said in my Keyboard magazine review of Spark (June, '00): 

"If your needs run toward audio file editing, mastering, audio CD 
burning, or sound design, you owe it to yourself to check out Spark. 

The program is very capable, and, perhaps more important, very 
easy to use — clearly the programmers behind it thought about 
what people would actually be doing with it, and how they’d want 
to work." Extrapolate this statement to include the new features in 
rhe XL version, and you have a solid winner. —Mitch Gallagher 
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E Q IN REVIEW 

dbx386 Dual Vacuum Tube Preamp 
Analog and digital 
outputs combine to 

make this one 
versatile unit 

BY STEVE LA CERRA 

The dbx 386 is a rackmount, two-chan-
nel microphone preamp intended for 
use with both analog and digital 
recording equipment. In addition to 
the typical analog audio outputs, the 
386 includes both S/PDIF and 
AES/EBU digital output connectors fed 
by the unit’s built-in analog-to-digital 
converters. This enables the device to 
interface directly with a variety of dig¬ 
ital audio gear, including multitrack 
recorders, audio cards/computer in¬ 
terfaces, mixing consoles, and digital 
effects. Acknowledging the gradual 
move toward higher-resolution for¬ 
mats, the 386 can output audio with 
96, 88.2, 48, or 44.1 kHz sample rates, 
at 16-, 20-, and 24-bit word lengths. A-
to-D conversion is at 96 kHz, using 
dbx’s proprietary Type IV Conver¬ 
sion System. Essentially, Type IV Con¬ 
version ‘‘stretches’’ the top few dB of 
the analog-to-digital converter’s dy¬ 
namic range, creating a region of ex¬ 
tended headroom. This prevents high-
level signals from producing distortion 
during the conversion process, and al¬ 
lows a user to safely hit the input with 
more signal level than would be 
possible without Type IV. 

OVERVIEW 
Along with the more familiar analog 
controls such as gain, mic/line switch, 

+48-volt phantom power on/off, 20 
dB pad, phase (polarity) reverse, 
and 75 Hz highpass filter, the 386’s 
front panel has push buttons for 
dither, noise shaping, sample rate, 
word length, and output format. 
Separate rotary pots for analog and 
digital output level are provided, 
with a corresponding 12-segment 
meter that can be toggled between 
analog (dBu) and digital (dBFS) out¬ 
put level scales. Vents in the front 
panel reveal the 12AU7 vacuum 
tubes employed in the input stage of 
each channel; 1/4-inch TRS con¬ 
nectors are provided for use with in¬ 
strument-level signals. (Note that 
this instrument input has priority 
over the rear-panel 1/4-inch input.) 

Rear-panel connections for each 
channel include balanced XLR mic 
and 1/4-inch line inputs, balanced 
XLR and 1/4-inch TRS line outputs, 
and unbalanced TRS inserts (tip = 
send, ring = return). Any of the bal¬ 
anced TRS jacks may be used for un¬ 
balanced operation simply by in¬ 
serting a TS connector. Also on the 
rear panel of the unit are the afore¬ 
mentioned S/PDIF and AES/EBU 
connectors, BNC word clock I/O, a 
power switch, and an IEC power re¬ 
ceptacle. dbx recommends leaving a 
centimeter of space above and below 
the 386 when the unit is rack-mount¬ 
ed. We found this to be good advice, 
as the unit did run rather hot. 

IN USE 
We took the dbx 386 for a spin on ses¬ 
sions, using it for miking acoustic in¬ 
struments as well as Dl’ing synthe¬ 
sizers. Recordings were made via 
both the analog and the digital out¬ 
puts of the 386. For some of the dig¬ 
ital recordings, the 386 slaved to the 
external word clock of our Yamaha 

02R, while, on others, the 386 served 
as the clock master. Either clocking 
arrangement worked flawlessly. Ana¬ 
log outputs were used to route signal 
directly into the 02R or TASCAM 
DA-98/88/38 tape machines. 

The 386 provides both dither and 
noise-shaping for use when reducing 
the bit depth (word length) of digital 
signals. These two circuits are active 
only on the digital output. Three 
settings are available for the Dither 
push button switch: off (the switch is 
unlit), TPDF (the switch lights green), 
and SNR2 (the switch turns red). 
These cryptic labels refer to dither al¬ 
gorithms, though nowhere in the 
manual could we find what they ac¬ 
tually stand for. As you might expect, 
dither was most useful during 16-bit 
operation. We preferred the SNR2 al¬ 
gorithm for reducing background 
noise as compared to the off or TPDF 
(which we found actually increased 
background noise) settings, although 
the effect of the SNR2 setting was ex¬ 
tremely subtle. When using the pre¬ 
amp with 20- or 24-bit word depth, 
we found dither unnecessary. 

Much more effective were the 
386’s psychoacoustic noise shaping 
curves. Labeled simply Shape 1 and 
Shape 2, engaging these functions 
was like pressing a magic button — 
making hiss almost completely dis¬ 
appear and allowing audio to emerge 
from an extremely quiet background. 
It was particularly effective when 
using the front-panel instrument in¬ 
put for synths, where it seemed to 
mask some inherent noise from the 
output of older analog synths (an 
Oberheim Matrix 6, for example). 
Perhaps it’s the way the 386’s instru¬ 
ment input loads the output from a 
synth, but the bottom line is that it 
just plain sounded good. 
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MANUFACTURER: dbx Professional Products, 8760 South Sandy Parkway, Sandy, Utah 
84070. Tel: 801-568-7660. Fax: 801-568-7662. Web: www.dbxpro.com . 

SUMMARY: Two-channel vacuum tube mic pre with analog and digital audio outputs. 

APPLICATIONS: Analog or digital multitrack recording, front-end for computer work¬ 
stations, “upgrade" analog-to-digital converter for DAT machines. 

STRENGTHS: Supports 44.1,48, 88.2, and 96 kHz sample rates, as well as 16-, 20-, 
and 24-bit word lengths. Balanced analog I/O. Front-panel instrument input. S/PDIF 
and AES/EBU digital outputs. Separate level control for digital output. 

WEAKNESSES: May be too noisy for critical recording. Performance of the two chan¬ 
nels is not consistent. 

PRICE: $599.95 EQ FREE LIT. #: 108 

Unfortunately, there’s more than a 
hint of noise (hiss) present in the pre¬ 
amp’s output. As gain is increased, the 
amount of noise being generated at the 
analog stage is enough to diminish the 
benefits of both noise-shaping and 
dithering. 

When set to 16-bit/44.1 kHz reso¬ 
lution, the amount of noise present at 
the analog line output was only slight¬ 
ly higher than the noise present at the 
digital output, which is good, consider¬ 
ing there’s an extra amplifier stage in the 
analog path. With word depth set at 20-
or 24-bit, the digital output won the 
"quiet" contest hands-down. Both the 
analog and digital outputs were rela¬ 
tively colorless, with barely a hint of that 
"tube sound.” 

The performance of the 386’s two 
channels was a bit inconsistent. For ex¬ 
ample, we found the output of channel 
two to be noisier than that of channel 
one. Specifically, a low-level 60-Hz 
hum was present in both the analog 
and digital outputs of channel two. Un¬ 
der most circumstances, it wasn’t an is¬ 
sue, but when we used a Beyer MCE82 
stereo mic to record a finger-picked 
guitar, the hum became apparent. Also, 
on our unit, the results of the Shape 
and Dither switches were much more 
readily apparent on channel two than 
channel one. 

The rear-panel inserts are an intel¬ 
ligent addition to the 386, being invalu¬ 
able for processing signals with 
compression or EQ. Since the inserts are 
pre-A/D converter, we were easily able 
to insert the requisite effect while main¬ 
taining our digital connection from the 
386 to the destination device. 

One of the 386’s great strengths is as a 
“front end” to a computer-based worksta¬ 
tion. Particularly in cases where the audio 
interface lives in the computer, the dbx unit 
can make a drastic improvement over 
both the clarity and noise level in the sys¬ 
tem. Removing the analog-to-digital con¬ 
version process from the computer’s hous¬ 
ing makes a big difference in the noise floor, 
and the 386’s headroom is better than any¬ 
thing you’re likely to find in a PCI slot. We 
also found that the 386 makes a nice front¬ 
end for DAT machines with inferior (or old¬ 
er) analog-to-digital converters, allowing it 
to do double duty during mixdown. 

CONCLUSIONS 
dbx has done an intelligent job con¬ 
structing a useful preamp, although 
the unit could perform somewhat better 
from a noise standpoint. It may not ap¬ 
peal to “high-enders” who already have 
$5,000 invested in a set of preamps or 
converters, but for the home or project 
studio looking to take a step up, it could 
prove a useful addition. E® 

Studio? 

FREE Guide 
Saves You 

Time & Money! 
á No matter where you record 

your project, you need this 
FREE 36-page booklet before 

leaving the studio. 

Contact Us Today: 
1-800-468-9353 
www.discmakers.com 
info@discmakers.com 

DISC MAKERS 

CIRCLE 11 ON FREE INFO CARD 

LEARN the ART of RECORDING„ 
You can get the practical, real-world skills needed to success¬ 

fully start your career as a recording engineer or producer. For 

29 years, thousands of students from the US and around the 

world have started their career at the Recordingworkshop. 

• The Original since 1971 
• 8 Studio Facility 
• Latest Equipment 
• Hands-On Training 
• 3-6 Students per Class 

• 2 Month, 300+ hrs Training 
• Very Affordable Tuition 
• On-Campus Housing 
• Job / Internship Assistance 
• Financial Assistance 

Contact us for a Free Brochure 

800-848-9900 
www. record i ngwo rkshop.com 

RECORDING 
WORKSHOP. 
Outside USA: 740-663-2544 
Fax Machine: 740-663-2427 
email: info@recordingworkshop.com 
455-Q Massieville Road 
Chillicothe OH 45601 
Ohw Sate Board of Propneory School Registration <8MI7-OWTy 
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THE FEZ GUYS 

Internet Update 

Something old, some¬ 
thing new, something 
borrowed, something 
black and blue... 

BY ALLEN WHITMAN 
AND JON LUINI 

Ceviche, gaspacho. and consommé, 
like revenge, are best served cold. Mi¬ 
crosoft is now, officially, a monopoly. 
There’s a shocker. They won’t go easy, 
though. “We’re in this legal battle for the 
long term,” says MS CEO Steve Ballmer, 
assuring the continued existence of 
half the lawyers in the country. Anyone 
who heard Ballmer’s defiant posturing 
couldn’t help but notice his voice is a 
dead ringer for Loony Tunes’ Marvin the 
Martian, with the animated broom¬ 
stick headpiece, Roman Centurion garb, 
and comments such as: “I’m here to de¬ 
stroy the Earth with my Acme Disinte¬ 
grator!" Coincidence? 

But there’s a silver lining to this pro 
forma posturing. The technology could 
see improvements as each individual 
spin-off unit of Microsoft must actual¬ 
ly compete in the marketplace. Also, 

oddly, stockholders may possibly see 
gain as the spin-offs gain strength. But 
enough about matters over which we 
have no control. Let’s get to matters that 
have some relevance. 

NEW BROWSERS 
Netscape 6 beta (http://home.netscape, 
com/browsers/6/ 1 and Microsoft’s 
Internet Explorer browsers (MSIE 5) for 
Mac (at last!) (www.microsoft.com/ 
downloads/) are available for download. 
The new IE is, atypically, a decent 
Microsoft product for the Mac. It dis¬ 
plays Web pages as they were designed 
to look (and how they do on other plat¬ 
forms), a nice change from the unread¬ 
able text we’ve had to deal in the past. 
It’s always good to have the latest 
browser so sites will appear as intend¬ 
ed. However, our first reaction to the 
Netscape 6 beta left us a bit flat in terms 
of the user interface. The FezGuys rec¬ 
ommend waiting for the real release. 

NEW IUMA ARTIST UPLINK 
The Internet Underground Music 
Archive (IUMA) has new, redesigned 
features for its Artist Uplink offering. 
The administration area has been ex¬ 
panded to let users choose where to 
have IUMA send the checks (IUMA 
shares advertising revenues with bands). 
Other new features include quicker 
first-time set up and detailed reports of 
statistics broken out with page views, 
MP3 downloads, RealAudio files 
streamed, and ad revenue accumulated. 
Though the site looks good, the page 
layout was a bit off under IE 5 for the 
Mac. Functionality wasn’t affected, 
however, (www.iuma.com) 

EARJAM 
This new MP3 player/encoder is ap¬ 
proaching full release and, for a week dur¬ 
ing April, Earjam gave away free copies to 
users reporting verified bugs. Bug re¬ 
porters were also entered into a contest 
for a free Rio 500 MP3 portable. The 
FezGuys applaud Earjam’s fearless tap¬ 
ping of the online music community to 
help them develop a solid product. Per¬ 
haps the new Internet software model will 
be taking feature requests from users and 
awarding stock to those who suggest ideas 
they implement. Hey, weirder things 
have happened, (www.eariam.com) 

EMUSIC 
Here’s the stats: Emusic has announced 
selling over one million MP3 songfiles 
since their launch in 1998. This incorpo¬ 
rates single-track sales as well as tracks 
included as part of albums and special col¬ 
lections. The site boasts more than 100,000 
MP3s for sale from over 600 independent 
record labels and popular artists. 

Here’s what it means: People are 
paying money for online music. This is 
good. Audiophiles are not happy, how¬ 
ever, viewing MP3 songfiles as low-fi¬ 
delity audio. It’s true. MP3 songfiles are 
low-fidelity audio. MP3 was never in¬ 
tended to be used as a retail delivery for¬ 
mat. But the ever-egalitarian FezGuys 
figure the more people understand the 
value of music separate and apart from 
the physical product the better. Get used 
to songfiles flying around! It’s impera¬ 
tive that people understand what they’re 
buying. It’s not the plastic disc! Despite 
the questionable legalities of MP3.com’s 
“MyMP3” service, this partnership with 
physical CD distribution is an appro¬ 
priate combination of paying for music 
once and having it in multiple formats. 

Perhaps in the near future we’ll pur¬ 
chase an album online and instantly get 
streaming MP3 versions for immediate 
listening while overnight the full 44.1 
kHz files download to our desktop for us 
to burn our own CDs. Maybe a band logo 
coffee mug and signed poster get put 
into the mail to arrive the next day. 
Wouldn't that be nice? 

NAPSTER 
Napster (www.napster.com) , for any¬ 
one hiding under a rock for the past six 
months, is the hot ticket for MP3 use. This 
freely available tool for sharing MP3 
music files with other online users even 
has a chat system. Now that’s communi¬ 
ty-building on the Internet! The problem, 
of course, is that some people upload 
their entire music collection for all to have 
without the artists’ (or the record labels’) 
consents. The FezGuys like free music 
(even bad music is forgivable if it’s free), 
but we’re a touch old-fashioned on this 
one. We think the artist should be the one 
to decide. Napster is currently being sued 
by the whole music industry: the RLAA, 
the labels, the artists, even our cat. The 
outcome is uncertain. As if that weren’t 
enough, Napster has also pissed off U.S. 
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colleges whose networks have been crip¬ 
pled by increased MP3 songfile traffic as 
a result of the popularity of their software. 
While legal issues continue in a spinning, 
sucking vortex, plucky students at Indiana 
University built a clever workaround. The 
fix, planned to be implemented at other 
college campuses where Napster is cur¬ 
rently banned, reduces the impact Nap¬ 
ster has over a network. At SXSW in 
March, Napster hinted at future business 
plans that would alter their status as the 
latest music industry whipping boy (hav¬ 
ing temporarily dethroned MP3.com). 
Napster execs (the ones over 21) said the 
company planned to add support for se¬ 
cure music files and (gasp) hope to work 
with the music industry to ensure artists 
are paid for traded music within Napster’s 
network. For the moment, the embattled 
company is reaching out to independent 
musicians, encouraging them to down¬ 
load Napster, share their band’s songs, 
and post a nice Napster logo on their Web 
site. Nothing like free viral marketing! 

In related news (showing what 
can happen when a small company is 
eaten by a large corpo-entity), recent 
AOL acquisition Nullsoft (makers of the 
popular MP3 player Winamp) leaked 
out a beta version of a Napster clone 
called Gnutella last March. Unfortu¬ 
nately, that news sprinted up the chain 
of command to AOL execs (amidst 
planning logistics to acquire Time 
Warner) who promptly put a jackboot-
ed foot down. But, of course, this is the 
Internet. It’s impossible to do recalls. 
Currently, the software appears to have 
found a new home online at 
(www.gnutella.wego.com ). One key 
difference between Gnutella and Nap¬ 
ster is that Gnutella shares files of all 
types. This distances Gnutella from a 
purely musical focus. Now the issue be¬ 
comes censorship instead of outright 
piracy. Gnutella also is a friend to 
UNIX folks, with new versions planned 
for Linux, FreeBSD, and others. Plus, 
somebody at the site has a sense of hu¬ 
mor. Very refreshing. 

Until Napster releases their Mac 
version, the common Mac Napster clone 
is Maester (www.macster.com). One 
thing we aren’t too grinny with is Nap¬ 
ster’s lame slogan: “Music At Internet 
Speed.” That doesn’t say too much to 
people on 28.8k modems! 

MORE PLACES TO UPLOAD YOUR MUSIC 
Fortunecity (www.flynote.com ) — Fly¬ 
note.com’s beta site does not, thank¬ 

fully, claim to be your Internet Label or 
Industry Daddy Warbucks. Billed as a 
place to “Store Your Music Online,” the 
site has a very easy registration process 
(they don’t ask for your phone num¬ 
ber!), but then throws us into the larg¬ 
er “community” of fortunecity.com. 
Fortunecity.com requires a much more 
lengthy registration process that effec¬ 
tively triples the amount of time it took 
to sign on to flynote.com. What a 
waste. There are pages and pages of “of¬ 
fers” to click “no” on and, like a multi¬ 

level warfare game, you dodge spam or¬ 
dinance like bullets. There is some mu¬ 
sic sorted by a few genres (Le., the 
“Electronic” category has, as of this 
writing, only four songs). 
Ease of Use — Simple and tedious 
Design — Inoffensive 
Tech Support — Undetermined 
Expected User Experience — “Great! I 
have a 100 MB free storage space!” 
Overall — “Free storage space!” 

continued on page 130 
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MOTU 1296 
continued from page 36 

(128 MB preferred), Windows 95 or Win¬ 
dows 98, and a 9 GB hard drive. The 1296 
interface is 100-percent compatible with 
VST, MAS, Premiere, DirectX, and all oth¬ 
er host-based native plug-ins supported 
by popular audio software. MOTU is ship¬ 
ping the 1296 in the second quarter of this 
year at a suggested retail price of $2,095 
for the 1296 core system (includes the 
PCI-324 card and AudioDesk workstation 
software) and $1,795 for the 1296 expan¬ 
sion I/O (adds 96 kHz recording to any 
MOTU system). 

For more information, contact Mark Of 
The Unicorn at Tel: 617-576-2760. Fax: 
617-576-3609. Visit their Web site at 
wiuw. motu, com. 

WALTER AFANASIEFF 
continued from page 85 

takes that the soul is completely taken 
out of it, because you’re striving for a bet¬ 
ter intonation. They’re just going to be 
rolling their eyes and playing you some¬ 
thing that’s very in tune — the intona¬ 
tion’s there, but the soul has been taken 
out of it. That goes without saying for 
everything; it’s just a matter of being able 
to rightfully compromise and juggle all 
the human and technical aspects and not 
make it a stale thing. Again, if it’s a good 
song, it’s in the song. At the end of the 
day, I really just believe in the song. 

But not every song is a great song, 
and every album is going to contain 
some songs that are B-list and some that 
are A-list. 

Of course, but that whole argument of 
what’s an A-side and what's a B-side is just 
record company language—B-sides are just 
as important to me. I don’t know why and 
how it was mandated that [to be played] on 
the radio, a record needs to be this type of 
song and only a certain length, that whole 
thing. I still remember a world where we 
were all driving around and "Stairway To 
Heaven” came on the radio. Or “American 
Pie,” or "Inna Gadda Da Vida,” or “Free-
bird.” Come on, those are all seven-, ten-, 
twelve-minute songs. These days, if you go 
past three minutes, thirty seconds, forget it. 

And all of those songs you men¬ 
tioned have a great feel, but are technically 
lacking. 

All of them are completely technically 
lacking. That's what I'm saying—it’s just the 

song. You can’t play those songs any better 
because it’s the song. 

Any advice you’d like to pass on to the 
reader who wants to be the next Walter 
Afanasieff? 

Well, I’m just a musician who likes to 
talk a little bit about what I do and 
maybe set people into being a little more 
forgiving and believing. That’s the thing: 
Just believe in yourself. Just really know 
that there’s a place for everyone and 
everything here. E® 

TODD RUNDGREN 
continued from page 94 

The economics of it are much 
more favorable to the artist, as opposed 
to getting your underwriting from a 
record company at 90 percent deduc¬ 
tion rates. You get it from the fans, and 
the cost of actually making disks and 
sending them, when you know exactly 
how many to make, is really low — less 
than a dollar a CD in any appreciable 
volume. The fans are paying the ship¬ 
ping and handling, so it works out 
better for both. They pay shipping and 
handling, plus $25 to get four CDs, so it 
works out to a grand total of about 40 
bucks. Some of them are CD magazines, 
but the final one is a full CD with the 
artwork and everything. 
Artwork. Do you miss those old record 
covers? 
Everybody misses them, and, since the 
labels decided to scrunch everything 
down to microscopic print, I think 
they should include a magnifying glass 
with the CD. How about a jewel box 
with the magnifier built in? It seems like 
it’s gotten to the point where they aren’t 
paying attention. They lay it out large, 
and when it comes back from the 
printers it’s so damn freakin’ small, I 
don’t think any normal person could 
read it without taking it out under the 
noonday sun. 
What’s the biggest mistake of your life? 
[Laughs.] Well, as I consider pride a sin, 
self-importance is not an indulgence I 
care to get into. I do imagine myself in 
a certain way — not to say I am not vain 
— I imagine my best self, how I’d like to 
be and where I’d like to be, and what I’d 
like to become. But in terms of thinking 
that any single act of mine is that im¬ 
portant or unredeemable, I don’t have 
that interest. There is no moment in my 
past that sticks out: “Gee, I wish I had 
that to do all over again, with all the 
karmic repercussions that would entail.” 
I’m at a point where I feel I have a pret¬ 
ty good handle on how life works — for 

me. You can only say “for me.” Others 
might say, well, gee, how did you do 
that? And I say, all you have to do is 
think this way. That’s the hardest thing 
for anybody else to do — to change the 
way they think. 

The most important thing to me 
has always been to satisfy myself and, 
therefore, you can’t really have a lot of 
regrets. I’m going to satisfy myself, and 
know when I'm satisfied, and I can’t 
have any complaints later. And I really 
don’t blame anyone else for the way my 
life has turned out. E® 

FURMAN SRM-80 
continued from page 114 

turned down, the volume faded in and 
out smoothly as expected. 

A third thing is affected by the trim 
levels: Switching between speakers that 
have radically different trim levels can 
occasionally result in a small pop in the 
audio output. By balancing the input sen¬ 
sitivity controls of my monitors against the 
SRM-80’s trim levels, I was able to almost’ 
completely eliminate this problem. 

TURN IT UP 
Once I had everything wired up properly 
and had figured out how to best set the 
speaker trim controls, the SRM-80 was 
a joy to use. The sound quality was high, 
at least as good as the mixer I was pre¬ 
viously using (and those that I’ve seen 
many others use) to control outputs lev¬ 
els and routings. Its selection of line-lev¬ 
el connections matched well with the 
gear I needed to connect and switch be¬ 
tween, and its dubbing/source selection 
capabilities worked flawlessly. I would 
prefer more balanced inputs and pow¬ 
ered speaker outputs rather than the 
combination of two passive and one 
powered out, but your needs may differ. 

This points out the main factor in 
evaluating whether the SRM-80 meets 
the requirements of your studio: Does it 
have the I/O you need, both line-level 
and speaker-level? If it does, then go for 
it; you’ll find it performs very well. If 
not, then you may be better off staying 
with your current mixer or monitor con¬ 
trol system while you search for anoth¬ 
er solution (but good luck finding a sim¬ 
ilar box in anything resembling this 
price range). You could put together a 
system of patchbays, speaker switches, 
and a volume-pot-in-a-box, but it 
wouldn’t be as foolproof or as cool to 
use as the SRM-80. All in all, the 
SRM-80 is a handy and necessary tool 
for today’s DAW-based studio. E® 
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A 
VISIONARY 
CAUSE! 

The Vision Fund of America is proud to 
celebrate two great visionaries. 

Dr. Teruaki Aoki 
President and Chief Operating Officer of Sony Electronics Inc. 

Corporate Senior Vice President of Sony Corporation 

Warren N. Lieberfarb 
President of Warner Home Video 

Congratulations to this Year’s Recipients of 
the Vision Fund of America Award 

to benefit Lighthouse International and its national outreach programs 
to help adults & children with vision impairments. 

Please join us at the: 

Vision Fund off America 
Awards Dinner 

JUNE 8,2000 • GRAND HYATT HOTEL • NEW YORK CITY 
For More Information Contact: 

Kelly Clark, Lighthouse International 
Tel: 212-821-9428, kclark@lighthouse.org 



EVENT PS6 MONITORS 
continued from page 119 

WELL? 
The array of powered compact nearfield 
monitors we have to choose from these 
days is approaching the ridiculous. Event 
Electronics alone offers six models to 
choose from; combine this with the 
number of manufacturers flooding the 
shelves with speakers and you’ve got a 
devastating case of Option Anxiety Syn¬ 
drome just waiting to happen (and there’s 
no vaccine). 

Having said that, the PS6’s distin¬ 
guish themselves with a great combina¬ 
tion of power, sound, size, and price 
point. For stereo nearfield monitoring 
they excel, comparing favorably to mon¬ 
itors costing significantly more. Looking 
for an affordable surround mixing mon¬ 
itor solution? You would do well to con¬ 
sider five PS6’s and a subwoofer; for 
$2,000 to $2,500 (or so) you’re set. 

In short, Event has another winner 
here. The PS6's easily live up to their pre¬ 
decessors, and also set the bar up anoth¬ 
er notch for affordable powered nearfield 
monitoring solutions. E® 

FEZGUYS 
continued from page 127 

Kanoodle (www.kanoodle.com/mp3/) 
— Kanoodle’s chirpy tone fits well with 
their message. They want to host your 
music and they want to sell and promote 
it, too. “It’s Your Music. Shouldn’t You 
Make All The Money?" boasts the tagline 
at the top of the front page. There is a 
regular upload section (create your 
own genre), a special Lend A Hand 
Program (LAHP) for the technically 
challenged ($15), and a CD production 
and sales area called Music Production 
System (MPS). MPS creates individual, 
one-off CDs of your MP3 files to sell to 
prospective listeners. You set the price 
and you get all the money. That’s what 
we might call “raising the bar” for 
other Web sites! Innovative Marketing 
Solutions, Inc. of New York is the parent 
company, and they apologize for the le¬ 
gal contract and blame the lawyers. The 
contract is thankfully short, but, when 
viewed in Netscape, is set in a frame re¬ 
quiring scrolling up, down, left, and 
right to read the damn thing. IE5 does 
not do this. We copied and pasted it into 
our own document to read it. Overall, 
the site is simple and straightforward. 
Ease of Use — Simple 

Design — The monthly bill from the 
power company 
Tech Support — Undetermined 
Expected User Experience — Typical of 
the genre 
Overall — Recommended 

ASCAP AND BMI GROK THE WEB 
The two behemoth performing rights 
collection agencies, though still plod¬ 
ding along in the traditional world of in¬ 
accurate and inefficient payouts, are 
moving forward in the online world. By 
taking the first baby steps toward auto¬ 
mated reporting of Webcasted music, 
it’s more likely that smaller bands who 
typically don’t show up in a traditional 
radio station’s top-ten list may some day 
actually see some revenue from online 
plays. Here’s hoping.... 

Come visit! No banners and no 
cookies! wwiv.fezguys.com 

TC WORKS SPARK 
continued from page 123 

FXmachine as a plug-in within an FXmachine 
that's also a plug-in, but c'mon—how many 
plug-ins do you really need? 

Twelve VST plug-ins come with Spark, 
including a compressor/limiter, level “max¬ 
imizer," downward expander, reverb (better 
than you’d expect given its “freebie” status— 
TC tells us that the same algorithm is used as 
in their Native Reverb plug-in), stereo delay, 
hi/low cut filter, bandpass filter, single- and 
3-band parametric EQ (with hi/low shelving 
and notch), high-pass/low-pass synth filter 
with resonance, distortion, and Grainalyzer 
(a sort of “lo-fi” downsampler). The plug-ins 
mercifully avoid baroque interfaces, giving 
you fast access to parameters, while not tak¬ 
ing up too much screen space. TC Works has 
even come up with a way to allow direct nu¬ 
merical input of VST parameter values — a 
real time-saver in certain situations. The plug¬ 
ins range from basic to creative. (The tape de¬ 
lay, resonant filter, distortion, and Grainalyzer 
units are particularly useful for sound design.) 
For mastering, the TC Native CL plug-in pro¬ 
vides a compressor/limiter with a Level His¬ 
togram feature, which gives you an overview 
of the dynamics processing before/after. 

Also remember the power of series/par¬ 
allel processing. For example, if you want a 
multi-band compressor, you can load four 
bandpass filters into the four audio streams, 
then compress each band individually. 

Spark burns CDs by communicating its 
playlist to Adaptec’s Toast (included) and cre¬ 
ating a CD image that contains all the cross-
fades, level changes, and so on, defined in the 

playlist. Creating a CD image is a more bul¬ 
letproof way to create CDs than doing them 
on the fly, but requires enough disk space to 
hold everything that will be on the CD and a 
copy of same. The bundled version of Toast 
is full-featured, so it’s good for more than just 
burning audio CDs (e.g., data backup). 

There's also a batch converter, which is 
great for, say, taking all those cool field sam¬ 
ples recorded on DAT at 48 kHz and con¬ 
verting them to 44.1 kHz while you normal -
ize them, remove DC offset, and apply 
some compression from a VST plug-in. It 
does format translation among WAV, AIFF, 
MP3 (using the Fraunhofer codec), and 
Sound Designer II formats — although 
when I tried to import a WAV file created on 
a Windows machine, I had to rename the file 
type with Disktop. Once the computer could 
recognize it, the file loaded without a hitch. 

The best batch converter feature is the 
ability to audition each converted file, A/ B it 
with the original file, and reset the convert¬ 
ed file back to its unconverted form if 
there’s some problem — very cool. 

To edit the audio from QuickTime 
movies, just import them; Spark splits off the 
audio and shows the video in a separate win -
dow. Edit the audio, then export to meld the 
audio and video back together again into a 
new movie. There’s sampler support, too— 
Akai, Emu, Kurzweil, Roland, Yamaha, and 
SDS/SMDI. 

Unfortunately, my only remaining 
samplers (I do most of that stuff in a com¬ 
puter now) aren’t supported by the pro¬ 
gram, so I can’t comment on the effec¬ 
tiveness. You can also import Akai 
CD-ROM samples from SCSI CD drives. Of 
course, the imported file doesn’t retain 
any tuning offsets that might be part of a 
patch within an Akai sampler. 

So how does Spark compare to Peak? 
You’ll just have to wait for my upcoming Peak 
review, but suffice it to say that Spark defi¬ 
nitely delivers the goods. And honestly, the 
comparison may not be as cut and dried as 
you might think. There are some big differ¬ 
ences in the way the two products are aimed 
— Spark definitely goes for the project-lev-
el mastering approach with lots of real-time 
processing, and it also has a very different ap¬ 
proach to the user interface issue. 

Speaking of user interfaces, Spark’s sin¬ 
gle-window approach is quite effective. The 
overall feel of the controls is very responsive, 
which makes it all the more unfortunate that 
matters bog down whenever you have to deal 
with saving or modifying long files. On the 
other hand, you have moments of flat-out 
brilliance, such as the FXmachine. 

In the long run, I suspect that Mac own¬ 
ers can finally look forward to enjoying the 
fruits of the same kind of healthy competition 
that has led to major improvements in Win¬ 
dows editing programs. E® 
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E Q Shopper 

The Case 
Specialists 

Flight cases for guitars, 
pedalboards, mixers, drums, 

rackmount equipment, keyboards, 
DJ equipment, etc. 

Call for quotes and 
FREE catalog_ 

Discount Distributors 
800 346-4638 

In New' York: 516 563-8326 
www.Alstop.com/discount-cases 

CIRCLE 53 ON FREE INFO CARD 

Anyone who has 
heard it knows ... 

VT-2 Dual-Channel 
Vacuum Tube 

Microphone Preamplifier 
(VT-'t Single-Channel also available) 

D.W. FEARN 
Hxnikraf leu â 
PROFESSIONAL 
KI < OHI)I AG EQI IPMENT 

610-793-2526 
<Fax 610-793-1479) 

PO Box 57 • Pocopson, PA • 19366 • U.S.A. 

www.dwfearn.com 

CIRCLE 51 ON FREE INFO CARD 

GigaSampler LE by 
NemeSys features Endless-
Wave streaming samples, 
Dimensions. & Behavioral 
Sampling. 

Bayview Pro Audio is proud to 
offer the NEW Ottawa/* 
Cakewalk Pro Suite 

Includes: Cakewalk Pro 
Audio 9: multitrack digital 
audio and MIDI software. 
Audio FX 1: Dynamics 
Processing Effects, Audio 
FX 2: Vintage Analog lape 
and Amp Simulation, 

Audio FX 3: Graphical Soundstage Design 
forCustom Reverb. Musician's Toolbox III 
& NemeSys GigaSampler LE Sampling 
Software. A combined retail value of over 
$1.300.00! 

Special Introductory Price: $549.00 

Toll Free: 1.888.718.0300 
www.bayviewproaudio.com 

We build custom DAW Systems 

CIRCLE 50 ON FREE INFO CARD 

Made in U.S.A. 

STEDMAN 

The first truly professional 
popscreen without high 
frequency loss! 

The Stedman 
PS101 
all metal 
popscreen 
is washable, 
includes gooseneck, 
clamp and 
life! ime warranty. 

CORPORATION 

1-888-629-5960 
Website: www.stedmancorp.com 

Verity Systems 
NEW CopyDisc 

Automatic CD duplicator range 4,8,16 
drive units - Spindle capacity up to 1100 

discs - Userfnendly controls - Hard 
drive image storage - Batch copying 
mode - Recognizes all curent CD 

formats - Unattended duplication of up 
to 1100 CDs in 10 hours. 
Verity Systems 

TOLL FREE 1 800 642 5151 
Voice 530 626 9363 

Email:ussales@veritysystems.com 
www.veritysystems.com 

SoundAffair 
MASTERING 

Over 20 Years 
Of Audio Excellence. 

714/540-0063 

e-mail: sndafair@aol.com 
www.soundaffairmastering.com 

2727 Croddy Hay, Suite G, Santa/Ina, CA 92704 
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"THE PROFESSIONAL'S SOURCE" 
FOR ORDERS CALL: 

800-947-5518 
212-444-6688 

OR FAX (24 HOURS): 

800-947-9003 
212-444-5001 

MOST ORDERS SHIPPED 
WITHIN 24 HOURS 

OVERNIGHT SERVICE AVAILABLE 
On the Web: http://www.bhphotovideo.com 

420 Ninth Ave. (Bet. 33rd & 34th St.) New York, N.Y. 10001 

HARD DISK RECORDING 

digidesign 

A Division of Avid ?echnology, Inc 

DIGI001 Digital Audio Workstation For Mac And PC 
A completely integrated digital recording, mixing and editing 
environment for the Mac and PC. the DIGI-001 offers a 24-bit multi 
I/O breakout interface along with Pro Tools LE software— based on 
Digidesign's world renowned ProTools software. The DIGI-001 
interface features 18 simultaneous I/Os made up of 8 analog inputs 
and outputs— two of the inputs are full featured mic preamps with 
phantom power, and digital I/O including standard S/PDIF as wdl as 
an ADAT optical interlace that can also be used as a S/PDIF I/O. 
ProTools LE supports 24 tracks of 16 or 24-bit audio and 128 MIDI 
tracks and also features RealTime AudioSuite (RTAS) effects plug¬ 
ins. For ease of use. MIDI and audio are editable within the same 
environment and all mixing parameters including effects processing 
can be fully automated. 

FEATURES-
• 18 simultaneous. 24-bit ins and outs with support for 
44 1 and 48 kHz sample rates 

• 20Hz - 22kHz freq, response ± 0.5 dB 
• 2 channel. XLR mic/1/4' line inputs with -26 dB pad. 
48v phantom power, gain knob, and HP Filter at 60Hz 

• 6 ch. line inputs (1/4') TRS balanced/ unbalanced w/ 
software controlled gain 
+4dB balanced 1/4-inch Main outputs 
Balanced 1/4" monitor outs with front panel gain knob 
1/4-inch unbalanced line outputs channels 3-8 
Headphone output with independent gain control knob 
2 channel S/PDIF coaxial digital I/O 
8 channel ADAT optical I/O can also be used as 2 
channel optical S/PDIF 

processing— Real-Time AudioSuite (RTAS) is a host 
base J architecture that allows an effect to change anc 
be dynamically automated in realtime as the audio 
□lays back. — AudioSuite is a file-based format, that 
renders a new file with the processed sound. 
Bundled RTAS plug-ins include. 1 and 4-band EQ; 
Dynamics II- compressor. limiter, gate and expander/gats: 

Pro Tools LE 
Supports 24 tracks of 16 or 24-bit audio and 128 
sequenced MIDI tracks 
Sample-accurate simultaneous editing of audio & MIDI 
Real-time digital mixing capabilities include recall of all 
mixing parameters, support for edit and mix groups 
and complete automation of all volume, panning, 
mutes and plug-ins. 
Route and mix outboard gear in realtime 
MP3 and RealAudio G2 file support (Mac) 
Two plug-in platforms offer multiple options for effects 

Mod Delay - short, slap, med urn. and long delays with 
modulation capacities for chorus or flange effects and 
dither. AudioSuite pluw-ins include Time 
Compression/Expansim, Pitch Shift, Normalize, Reverse. 

WDI Functions 
MIDI functions include graphic controller editing, piaro 
roll display, up to 128 MIDI tracks and editing options 
f ke quantization, transpose, split notes, change 
velocity and charge duration. 
MIDI data can be edited on the fly 

MOTU AUDIO Hard Disk Recording Systems 
The MOTU Audio System is a PCI based hand recording solution for fie Mac and PC platforms At the heart of the 
system is the PCI-324 PCI card that can connect up to three audio interlaces and allows up to 72 channels of 
simultaneous I/O. Audio interlaces are avalabe with a wide range of I/O configurations including multiple aruiog 13 
with the latest 24-bit A/D/A converters and'or multi channel digital I/O such as ADAT optical and TDIF I/O as ’well as 
standard S/PDIF and AES/EBU I/O. Esh interface can be purchased separately or with a PCI-324 card ¿lowing you D 
build a system to suit your needs. Inc ude:. drivers for all of today's hottest audio software and AudioDesk, multitrack 
recording and editing software for the Mac. 

THEY ALL FEATURE- • AudioDesk Audio Workstation Software for Mac OS features 24-

• Mac D S and Windows compatible • Includes softwaredriver; tor 
compatibility with all of today's popular audio software p'us 
AudioDesk. MOTU's sample-accurate audio workstation software 
for Ms OS • Host computer determines the number of trads that 
tte software can record and play simultaneously, as well as tie 
amount of real-time effects processing it can suppoi • Front 

bit recording, muh-channel waveform editing, automatad virtuel 
mixing, graphic editing of ramp automation, real-time effets plug¬ 
ins with 32-bit ‘loating point processing, crossfade:;, suopcrt for 
third-party audio plug-ins (in the MOTU Audio System and Adufes 
Premiere fomats), background processing cd fiie-ba.-ed 
operations, sample-accurate editing and placement of audio, and 

panels display metering for all inputs and outputs 

2408 mil FEATURES- • 8x 24-bit 1/4" balanced analog I/Os • 24-bit internal data 

• 7 banks of 8 channel I/O: 1 bank of analog, 3 banks of 
ADAT optical. 3 banks of Tascam TDIF, plus stereo 
S/PCIf. • Custom VLSI chip for amazing I/O capabilities • 
• Format conversion between ADAT and DA-88 

bus for full 2¿-bit recording via digital inputs • Standard 
S/PDIF I/O for digital plus an additional S/PDIF I/O for the 
main mix • Sample-accurate synchronization with ADATs 
and DA88S via an ADAT SYNC IN and RS422 

• 8 channels of coaxial S/PDIF using 4 RCA input and 4 
RCA output connectors • 8 channels of optical S/PDIF 
using ¿ toslink input and 4 toslink output connectors 

Front panel headphone output with level control • 
Word Clock I/O • Connect up to three 24i rack I/Os to a 
PCI-324 audio card for a total of 72 inputs and six outs 

female connectors • Word Clock I/O allows the 303 to 
synchronize with digital audio environments 

24i Features-
• 24 high quality, 24-bit analog inputs • Balanced Î/4* 
analog outputs • Optical and coaxial S/PDIF outputs 

1224 FEATURES-
• 24-bit analog audio interface • State-of-the-art 24-bit 
A/D/A • Simultaneously record and play back 8 channels 
of balanced (TRS), +4 dB audio • 24-bit balanced +4 

XLR main outputs • Stereo AES/EBU digital l/D • Word 
clock in/out • Dynamic range of 116 dB (A-weightud) • 
Front panel displays six-segment metering for all inputs 
and outputs • Headphone ¡ack with volume knob 

CD RECORDING/MASTERING 

Alesis 
Masterlink ML-9600 
High-Resolution Master Bisk Recorder 

The Alesis MasterLink ML-9600 is a 2-
track 24-bit recorder that combines 
hard disk recording, CD burning, digital 
signal processing, and mastering 
‘unctions to create compact discs in the 
standard 'Red Book" 16-bit/44.1 kHz 
‘ormat, or high resolution CDs that 
utilize Alesis' revolutionary CD24 AIFF-
compatible technology. MasterLink is capable of recording and playing up to 24-biV9tikHz resolution CDs using the 
nexpensive. readily available CD-R media. The amazing sonic quality, powerful built-in tools and CD24 technology 
offers a uniquely versatile and affordable solution for everyone from large comma-cial audio facilities to project 
studios and recording musicians. 

FEATU R ES-
• 24-bit 128x oversampling analog to 
digital and digital to analog 

converters 
•Supports 44.1.48. 88 2.96 kHz 
sample rates and word lengths of 
16-, 20- and 24-bit 

• 20Hz-20kHz frequency response at 
44.1/48 kHz sample rates 

• 20Hz-40kHz, frequency response at 
88.2/96 kHz sample rates 

• 113dB signal-to-noise ratio (A-
weighted) 

• Matsushita ATAPI CD-ROM drive 
allows up to 4x CD burning using 

standard CD-R discs. 
• Built-in sample rate conversion and 
noise shaping to change sample 
rates and bit resolution as needed 

• Reads and Writes 16-bit 44.1kHz 
Red Book Audio CDs 

• Alesis' exclusive CD24 $ a hvgh-
resolution mastering format that 

reads/writes files up to 24-brt 96kHz 
in the ISO 9660 disc format AIFF 
caompatible file format that can be 

read by MacOS, Windows and Unix 
computer platforms. 

• Built-in 3.2GB IDE hard drive 
• Hard disk max recording times 
95 min. @ 24-biV96kHz 

310min.@16-biV44.1kHz 
• Create and store up to 16 playlists 
containing as many as !19 tracks 

Analog Inputs and Outputs 
• Balanced XLR connectors (+4dBu 
input and +19dBu max. output) 

• Unbalanced phono (RCA) 
connectors (-10dBV input and 
+5dBV max. output) 

• 1/4-inch TRS headphone output 

with level control 
Digital Inputs and Outputs 

• AES/EBU balanced XLR inputs and 
outputs 

• S/PDIF unbalanced phono (RCA) 

inputs and outputs 

Editing 

• Gain control 
• Crapping allows adjusting start and 
enc points 

• Join and Split features allow 
combining and separating song 
sections. 

DSP Finishing Tools 
• Equalization. Compression, 
Normalizing and Peak Limiting 

Includes 
• Infra red remote control and 
rackmount brackets 

manant z 
CDR 640 CD Recorder 

Marantz' flagship CD recorder benefits from 10 years of KD-R 
experience. Designed without compromise aided witt th.- help of 

prolession.il end-users ensuring maximum flexibility and stability 
in the most rigorous studio environments. 

Features-
• Balanced XLR Analog in/out • Analog 
RCA/Phono in/out • AES/EBU & S/PDIF in/out • 
Records on CDR and CDRW audio and data disks« 
High resolution 20 bit Sigma/Delta AD conversion 
• Full SCMS Copy bit manipulation • 0.5 dB accurate 
level metering • Variable Audio Delay (0-4sec): Offset 
your audio to compensate for late track ID s • Preset 
function stores personal settings 
• Optional RC640 Wired remote control 

MICROBOARDS 
StartREC Digital Audio Editing/ CD Duplication System 

The Microbeards StartREC is the first digital audio editing 
system combined with a multidrive CD recordable duplication 
system f«r professionals. Audio is recorded to the internal 6.2 
GB IDE hare drive using analog or digital inputs. Sample rate 
conversion is automatic. Tracks can be edited and sequenced 
using the StartREC 's user friendly interface and up to ¿ CDs 
can te recorded simultaneously. StartREC is the ideal solution 
for studio recording, mastering, post production or any pre 
audic environment requiring digital audio editing and short 
run CD-R duplication. 

Features-
• 2X. 4X, or 8X recording speeds 
• 6.2GB IDE hard drive 
• Editing functions include move, divide, combine or 
delete audio tracks, add or drop any index or sub index, 
and create track fade in or fade out 

• Coaxial SP/DIF or AES/EBU digital input plus optical 
S/PDIF VO 

• XLR balanced and RCA Line inputs and outputs 

• Automatic sample rate conversion from 32 and 48kHz 
• Automatic CD Format Detection feature and user 
friendly interface provide one touch button operation 

• Front panel trim pot and LCD display provide accurate 
input signa' and time lapse metering 

• SCMS (Serial Copy Management System) is support«!, 
regardless of the source disc copy protection status 

• StartREC Models Include: ST2000 (2) 8x writers, 
ST3000 (3) 8x writers and ST4000 (4) 8x writers 
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THE PROFESSIONAL'S SOURCE FOR PHOTO, 
FOR ORDERS CALL: 

800-947-5518 
212-444-6688 

OR FAX (24 HOURS): 

800-947-9003 
212-444-5001 

MOST ORDERS SHIPPED 
WITHIN 24 HOURS 

OVERNIGHT SERVICE AVAILABLE 
On the Web: http://www.bhphotovideo.com 

DIGITAL MULTI-TRACK RECORDERS 

TASCAM 
Co-designed by TASCAM and TimeLine Inc., the MX-
2424 is an affordable 24-bit, 24-track hard disk 
recorder that also has the editing power of a digital 
audio workstation. A 9GB internal hard drive comes 
standard as well as a SCSI Wide port that supports 
external LVD (Low Voltage Drives) hard drives from 
up to 40 feet away. An optional analog and several 
digital I/O cards are available so the MX-2424 can be 
configured to suit your work environment. SMPTE 
synchronization, Word Clock, MIDI Time Code and 
MIDI Machine Control are all built in for seamless integr 

MX-2424 24 Bit 
24-Track Hard Disk Recorder 

ation into any studio 

• Records 24 tracks of 24-bit audio at 44.1 or 48 kHz, or 
12 tracks at 88 2 or 96 kHz. Up to 24 tracks can be 
recorded simultaneously using any combination of 
digital and analog I/O. 

■ Supplied 9GB internal drive allows 45 minutes of audtc 
across all 24 tracks 

• Wide SCSI port on the back panel allows you to add 
multiple drives. A front 5-1/2’ bay available for 
installing an additional drive, or an approved DVD-RAM 
drive for back-up. 

• ViewNet MX. a Java-based software suite for Mac and 
PC offers DAW style editing of audio regions, dedicated 
system set-up screens that make set-up quicker and 
easier and track load screens that make virtual track 
management a snap. Connects to a computer via a 
standard Ethernet line. 

• Can record to Mac (SDII) or PC ( WAV) formatted 
drives, allowing later export to the computer. The Open 
TL format allows compatible software to recognize 
virtual tracks without have to load, reposition and trim 
each digital file. 

Transport Controls-
•Jog/scrub wheel 
• MIDI In, Out, and Thru ports are built-in for MIDI 
Machine Control. 

Edifing-
• Built-in editing capabilities include cur copy, paste, 
split and ripple of overwrite 

• 13D levels of undo 
• Supports destructive loop recording and non¬ 
destructive oop recording which continuously records 
rew takes without erasing the previo js version. 

Build-In Synchronization-
•TBUS protocol can sample accurately lock 32 machines 
together for 38*1 tracks at 96kHz, or 768 tracks at 
48kHz. 

•Can generate or chase SMPTE timecode or MIDI Time 
Code. 

• Word Clock In, Out, and Thru pons 

I/O Options-
•Ootional analog and digital cards all arovide 24 
channels o' I/O There is one slot for analog and one for 
Digital. 

• IF-TD24- T7DIF module 
• IF-AD24- ADA! Lightpipe module 
• Í-AE24- AES/EEU module 
• IF- AN24- A-D, C-A I/O module with DB-25 connectors 

Software Updates-
- System updates are made available through a front 
panel Smart Card slot or via computer directly from the 
TASCAM web .ite. 

DA-78HR Modular Digital Multitrack 
The DA-78HR is the first true 24-bit tape-based 8-track 
modular digital multitrack recorder. Based on the DTRS 
(Digital Tape Recording System) it provides up to 108 
minutes of pristine 24-bit or 16-bit digital audio on a singe 
120 Hi-8 video tape. Designed for project and commerce, 
recording studios as well as video post and field production, 
the DA-78HR offers a host of standard features including 
built-in SMPTE Time Code Reader/Generator, MIDI Tima 
Code synchronization and a digital mixer with pan and level rontrols. A coaxial S7PDIF digital I/O allows pre-mixed digital 
bouncing within a single unit, or externally to another recorder or even a DAT or CD rœorder. Up to ** DTRS machines 
can be synchronized together for simultaneous, sample accurate control o' 128 tracks of digital audio 

Features-
Selectable 16 bit or 24 bit High Resolution audio 
24 bit A/D and D/A converters 
>104dB Dynamic range 
20Hz - 20kHz frequency response ±.5dB 
1 hr. 48 min. recording time on a single 120 tape 
On-Board SMPTE synchronizer - chase or generate timecode 
On-Board support for MIDI Machine Control 

■ Internal digital mixer with level and pan for interna, 
bouncing, or for quick mixes 

•Track slip from -20C to +7200 samples 
• Expandable up to 128 tracks (16 machines) 
• Word Sync In/Out/Thru 
• Analog output on DB25 balanced or RCA unbalanced 
• Digital output or TDIF or 2 channels of S/PDIF 

A TO D CONVERTERS 
APOGEE Rosetta 24-bit A to D Converter 
The high-end quality analog to digital solution 

for the project studio. With support for both 
professional and consumer digital formats you can 
now record your audio at a higher resolution and 
with greater detail than standard converters found 
on MDM’s, DAT’s and DAW’s. Ideal for mastering or tracking. 

FEATURES-
• 24-bit. 44.1-48, 88.2-96 kHz Sample Rate (±10%) 
• 116dB dynamic range (unweighted) 
• Improved UV22HR for 16 and 20-bit A/D conversion 
FRONT PANEL: 
• Power switch • Sample Rate (44 1.48. 88.2, 
96kHZ)selector • 16-bit (UV22), 20-bit (UV22) sod 

24-bit resolution selector • S/PDIF-ADAT optical 
selector • ShR Limit on or off • 1L’-segment roeiering 
w/ over ondicator & Meter Clear switch • Level trim 

REAR PANEL: 
• XLR balanced mputs • 2 x AES/E3U for 88.2/96kHz 2 
channel path. Coaxial S/PDIF, switchable S/PDIF or 
ADAT optical outputs • Worcfclock out 

LUCID AD 9624 24-bit A to D Converter 
Transparent analog to digital conversion designed to bnng 

your music to the next level. XLR balanced inpus feed true 
24-bit converters for revealing all the detail of the analog source. 
16-bit masters can take advantage of the AD9624s ncÃse 
shaping function which enhances clarity of low level signal:.. 

M IWWHW : : : ® ® “ 
FEATURES-
• 24-bit precision A/D conversion • Support tor 32. 
44.1.48. 88.2 & 96kHz sample rates • Wordclock 
sync input« Selectable 16-bit noise shaping • 

Simultaneous AES/EBU, coaxial and optical 5/°DIF 
outputs • 2D-segnent LED meters w/ peak hold & 
clip indicators • ALSO AVAILABLE: DA9624 24-bit 
D/A converter 

DIGITAL MIXERS 

[W Roland 
The all digitel Roland V-Mixing System, when fully 
expanded, is capable of miring up to 94 channels with 16 
stereo (32 mono) onboard muhi-ertects including C0SM 
Speaker Modeling. Utilizing a separate-component 
design, comprised of the VM-C7200 console and VM-
7200 rackmount processor, allows the V-Mixing System 
to be configured to suit your needs. Navigation is made 
easy via a friendly user ntarfaœ, RexBus and EZ 
routing capabilities as well as a large informative LCD 
and ultra-fast short cut keys. 

VM Basic 72 
Digital Mixing System 

• 94 channels of digital autona.ed mixing (fully expanded) 
• Up to 48 channels of ADAT/Tascam T-DIF digital audio 
I/O with optional expansor boards ànd interfaces 

• Separate console/praceusor desgn 
• Quiet motorized faders, transport controls, total recall 
of all param ders includ ng inpur gain, onboard mixer 
dynamic automation and scene memory 

• 24 fader groups, dual-cbannsl delays, 4-band 
parametric channel EQ + channel HPF 

• FlexBus and ‘virtual patehbav* for unparalleled routing 
flexibi’ity 

• VS8F-2 Effects Expansion Board - Provides 2 stereo 
effects piocBSSors including CCSM Speaker Model.ng. 
Up to3 add.tional boards can be user-installed into the 
VM-7200 processor, for 3 siereo or 16 mono effects 
per processor. 

• VM-24E I/O Expansion Soa'd - Offers 3 R-Bus I/Os on 
a single ooard. Each R-Bus I/O provides 8-in/8-ojt 24-
bit digital I/O, totalling 24 I/O per expansion board. 

• Up to 16 stereo (or 32 mono) multi-effects processeis 
using optional VS8F-2 Ejects Expansion Boards (2 
;tereo effects processors standard) 

• COSM Speaker Modeling and Mic Simulation technology 
• 5.1 Surround mixing capabilities 
• EZ Routing allows mixer settings to be saved as templates 
• Realtime Spectrum Analyzer checks room acoustics in 
conjunction with noise generator and oscillator 

• Digital cables between processor and mixer can be up 
to 100 meters long- ideal for live sound reiriorcement. 

• DIF-AT Interface Box for ADAT/Tascam - Converts 
signals between R-Bus (VM-24E expansion board 
required) and ADAT/Tascam T-DIF. Handles 8-in/8-out 
digital audio. 1/3 rackmount size. 

•VM-24C Cascade Kit - Connects two VM-Series 
processor units. Using two VM-7200 proessors 
cascaded and fully expanded with R-Bus I/O, 94 
channels of audio procssing are available. 

EFFECTS & PROCESSING 

lexicon 
MPX-500 24-Bit Dial Channel Effects Processor 

The MPX 5M0 is a true .tereo 24-bit dual-channe1 processor and like the MPX100 is powered by Lexicon’:; proprietary 
Lexichip and offers duai-channel processing. However, the MPX 500 offers even greater control over effects 
parameters, has digital inputs and outputs as we.l as a large graphics display. 

240 presets with cbs:;ic, true stereo reverb programs 
as well as Tremole, Rotary, Chorus, Flange. Pit« ft 
Detune, 5.5 second Delay ano Echo 
Balanced analog and S’PDJF digital I/O 

• 4 dedicated front panel knobs allow adjustment of 
effect parameters. Easy Learn mode allows MIDI 

patching of front pane’ controls. 
• Tempo-controlled delays lock to Tap or MIDI clock 

tx electronic 
M-One Dual Effects Processor 

The M-0ne allows two '«verbs or other effects 
to b»- run simultaneous/ without 
compromising sound quality. The intuitive yet 
sopt islcated interface gives you instant contro 1 

of a1 vital parameters and allows you to create 

awesome effects program:, quickly and easily. 

• 20 incredible TC effects 

including, Reverb, Chorus, 
Tremolo, Pitch, Delay and 

Dynamics 
• Analog-:.tyIe user interface 

• 100 Factory/100 User presets 

• Dual-Engine design 
• 24 bit A/D-D/A converters 
• S/PDIF digital I/O. 44.1-48kHz 

• Balanced 1/4" Jacks - Dual I/O 
• 24 bit internal processin] 

D-Two Multitap Rhythm Delay 

Baseo on the Classic TC2290 Delay, the D-
Two b the first usit that allows rhythm 
patterns to be tapped in directly or quantized 
to a specific tempo and subdivision. 

• Mdtitap Rhythm Delay 
• Absolute Repeat Control 
•Upto 13 seconds of Delay 
• 50 Factory/100 User presets 

• 24 bit A/D-D/A convener 
• S/PDIF digital I'O.44.1-48kHz 
• Balanced 1/4* jacks - Dual I/O 
• 24 bit internal processing 

B&HPAGE3 ~ ALL ITEMS ARE COMPLETE WITH ALL ACCESSORIES AS SUPPLIED BY MANUFACTURER 
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Incorporating a pair of 2-way, acoustic suspension 

monitors and external, system-specific 250 watt per 
side control amplifier, the A-20 provides a precise, 
neutral studio reference monitoring system for 
project, commercial and oast production studios. The 
A-20's control amplifier adapts to any production 
environment by offering control over monitoring 
depth (from near to far field), wall proximity and even 

input sensitivity while the speakers magnetic 
shielding allows seamless integration into today's 
computer based studios. 

-6dB LF Cutoff 40Hz 
5 position wall proximity control 
5 posirion listening proximity control between near, 
mid and far-*ield monitoring 
Power. Overload: SPL Output. L ne VAC and Output 
device temp erature display. 

Type Modular, self-powered near/mid/far-field monitor. 
48Hz - 20kHz f'equency response @ 1M 
Peak Acoustic Output * 17dB SPL (100ms pink noise at 
1M). 
XLR outputs from power amp to speakers 
Matched impedance output cables included. 

Speakers 
• 2-way acoustic suspension with a 6.5-inch treated 
paper woefer and a 1 -inch alumnum dome tweeter 

• Fully magnetically Shielded with an 18-inch 
recommended working distance 

Amplifier 
• Amplifier Power 250W (continuous rms/ch). 400W 
(100ms peak). 

• XLR. TRS input connectors 
• Headphone output 
• 5-position input sensitivity switch with settings 

VERGENCE A-20 
Studio Reference Monitor System 

© 

SU 

control including de-essing. The EQ can be assigned 
pre and post compressor from the front panel to add 
even greater sonic possibilities. 
Two VT-737 SPs can be linked together via a rear 
panel link cable for stereo tracking 
The Equalizer utilizes 100% discrete. Class A-high-
voltage transistors for optimum sonic performance. 
The low frequency passive shelving EQ is selectable 
between 15, 30 60 and 150HZ with a boost and cut 
of ±24dB 
The high frequency passive shelving EQ is selectable 
between 10.15, 20 and 32 kHZ with a boost and cut 
of ±20dB 
The low-mid frequency is variable between 35-to 450 
Hz while the high-mid frequency is variable from 
220Hz to 2.8 kHz. Both mid-band frequencies offer a 
boost and cut of ±16 dB and a hi-Q/lo-Q switch. 
When the EQ to sice chain is used, the low and high 
EQ is still available for tonal adjustment 
The Output level is continuously variable and utilizes 
an another dual triode vacuum tube driving a 100% 
Class A, high-current balanced and DC coupled low 
noise output amplifier. 
1 Sealed silver relay bypass switches are used for the 
most direct signal path 

The VT-737SP is a vacuum tube, Class A processar that combines a mic preamp, instrument DI. compressor and 
sweepable 4-band equalizer in a 2U rack space. Like all Avalon Design products the VT-737SP utilizes a minimum 
signal path design with 130% discrete, hiah bias pure Class A audio amplifiers and the best active and passive 
components available. Used by renowned art.sts and studios world wide and the w nner of the Electronic Musioan 
1999 Editors' Choice Award for Product Of ’he Year. 

FEATURES-
• Combination of TUBE preamplifiers. optn-o«mpEssor. 
sweep equalizer, output level and VU meter,ng ip a 2U 
space 

• Four dual triode vacuum tubes, high-voltage discrete 
Class A with a 10 Hz to 120kHz frequency response 
±0.5dB 

• The Preamp has three input selections- The first is a 
high performance XLR balanced mic input transformer 
with +48v phantom power, the second is a nigh 
impedance instrument DI with a 1/4" jack located on the 
front panel and the third is a discrete high-level Class A 
balanced line input. 

• High gain switch boosts overall preamp gain and a 
passive- variable high pass filter, hardwire relay 
bypass and pnase reverse relay is available fa' all 
three inputs 

• The Opto-Compressor uses a minimum signal path 
design and features twin Clas A vacuum tub« triodes 
for gain matching. A passive optical attenuator serves 
as a simple level controller. Variable tnr* shold, 
compression ratio and attack and release offa 
dynamics control from soft compression to hard-
knee limiting. 

• The dual sweep mid-EQ can fee side chained to the 
compressor allowing a broad range of spectral 

PS-5 Bi-Amplifled Project Studio Monitors 

52Hz-19kHz frequency 
response ±3dB 
2.6kHz, active second order 
crossover 
Built-in RF interference, 
output current limiting, over 
temperature, turn-on 
transient, subsonic filter, interral fuse protection 
Combination Power On/Clip LED ndicator 
5/8' wnyf-laminated MDF cabinet 

HfCIRDNICS 
FEATURES-
5-1/4-inch magnetically shielded mineral-filled 
polypropylene cone with 1-inch diameter high-temperature 
voice coil and damped nitber surround LF Driver 
Magnetically shielded 25mm diameter ferrofluid-cooled 
natural silk dome neodymium HF Driver 
70 watt continuous LFand 30 watt continuous HF 
amplification per side 
XLR-balanced and 1 /4-inch (balanced or unbalanced) 
inputs 

Thu PS-5s are small format, full-range, non-fatiguing project studio 

monitors that give you the same precise, accurate sound as the highly 
acclaimed 20/20 series studio mon tors. The use of custom driver 
components, complimentary crossover and bi-amplified power design 
provides a wide dynamic range witf> excellent transient response and 
low intermodulation distortion. 

omnidirectional polar patterns • H gh Sensitivity * 
• Extremely low self-noise • Bass cut filter & 
Pad switches • Requires 12,24 or 48 V phantom power 
• Includes H-100 shockmount and wind/pop screen 
• Frequency response 20Hz to 20kHz 

The RODE NT2 is a large diaphragm 

true condenser studio mic that 
features both cardioid and 
omnidirectional polar pattens. The 
NT-2 offers superb sonic detail with 
a vintage flavor for vocal and 
instrument miking. Like all RODE 

mies the NT-2 is hand-assembled >n 
Australia and is available at a 
breakthrough price. 

FEATURES-
• Dual pressure gradient transducer 
• r capsule with gold-sputtered 
membranes • Low noise, 
transformerless circuitry • Omni 
and cardioid polar patterns • 135dB Max SPL • Hign 
pass filter switch and -1 OdB pad switch • Gold plated 
output connector and internal head pins 
• Shockmount. Flight Case, and Pop Filter included 
• 20Hz-20kHz frequency response_ 

R0DE Condenser Mic 

audiotechnica. 
AT4047 

Cardioid Condenser 
The AT4047 is the latest 40 Series arge 
diaphragm condenser mic from Audio 
Technica. It has the low self noise, wide 
dynamic range and high sound pressure level 
capacity demanded by recording studios and 
sound reinforcement professionals. 

FEATURES-
• Side address cardioid condenser 
microphone for professional recording and 
critical applications in broadcast and live sound 
• Low self noise, wide dynamic range and high SP. 
• Switchable 80Hz Hi Pass Filter and 10dB pad 
• Includes AT8449/SV snockmount 

This new mic from AKG is a multi polar 
pattern condenser micropone using a 

unique electret dual large diaphram 
transducer. It is based on the AKG 
SolidTube deisgn, except that th2 tube 
has been replaced by a transistonzed 
impedance converter/ preamp. The 
transformerless output stage offers the 
C40003 exceptional low frequency 

FEATURES-
• Electret Dual Large Diaphram Transducer 
(1st of its kind) • Cardioid, hypercardioid & 

C414 TLII 
“Vintage TL” 

Combines the best of old and new: 
legendary C12 acoustics and the latest 

generation of C414 transformerles:; FET 
electronics. Although similar in design 
and shape to the C414BULS, the TLII 
features a capsule that is a faithful sonic 
recreation of the one used in the classic 
C12 tube mic combined with computer-
aided manufacturing techniques that 
assure greater uniformity in response 
from microphone to microphone. 

FEATURES-
•Cardioid, hypercardioid, omnidirectional 
and figure 8 polar patterns 

• Warm, smooth microphone that is suitable for nigb-
quality digital recording. 

• Frequency response 10Hz to 20kHz 

C4000B 
ELECTERET CONDENSER 

AVALON DESIGN 
VT-737SP Mono Class A, 

Vacuum Tube-Discrete Preamp-Opto-Compressor-Equalizeir 

Hafler TRM-6 
Ei-Amplified Studio Monitors 

Offering honest, consistent sound from top to bottom, the TRM-6 bi-amolified 
studio monitors are the ideal reference monitors for any recording environment 
whether tracking, mixing and mastering. Supported by Hailer's legendary amplifier 
technology providing a more accurate sound field, in width, height and ais*» depth. 

FEATURES-
• 33 Watt HF & 50 Watt LF amplification 
• 1-inch soft dome tweeter and 6.5-inch 
polypropylene woofer 

•55Hz - 21kHz Response 
• Magnetically Shielded 
• Electronically and Acoustically Matched 

Also Available- TRM-8 
• 1-inch soft dome tweeter and 8-inch 
polypropylene woofer 

• 45Hz - 21kHz frequency response ±2dB 
• 75 Wah HF. 150 Watt LF amplification 

TRM-10S And TRM-12S 
Active Subwoofers 

Combining Hafier's legendary amplifier technology with a 
proprietary woofer design, the TRM10s and TRM12s act ve 
subwoofers provide superb bass definition required in today's 
studio and surround sound environments. 

TRM-10S 
• 10-inch cellulose fibre cone down firing woofer. 
• 200 watt low frequency amplifier 
• 30Hz to 110Hz frequency response ±2dB 
• 24dB/octave Linkwitz-Riley crossover variable (40Hz to 
110Hz) 

TRM-12S 
• 12-inch cellulose fibro cone down firing woofer. 
• 200 watt low frequency amplifier 
• 25Hz to 110Hz frequency response ±2dB 
• 24dB/octave Linkwitz-Riley crossover variable (40Hz to 
110Hz) 

|( ards 

420 Ninth Ave. 
(Bet. 33rd & 34th St.) 

New York, N.Y. 10001 

VIDEO and PRO AUDIO Í 
TO INQUIRE ABOUT YOUR ORDER: 

800 221-5743 ’ 212 239-7765 
OR FAX 24 HOURS: 

800 9 47-221 5 • 212 239-7549 PHOTO-VIDEO-PRO AUDIO 

POWERED STUDIO MONITORS 

MICROPHONE PREAMPS 

Minimum Shipping USA (Except AK & HI) $5.K, up to 1 lb. Add 75c tor each additional lb. For Ins. add 50c per $100. © 2000 BOH Photo-Video. Prices valid subject to supplier prices. Not responsible lor t/poeraphlcal errors. 
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CAREER MARKETPLACE 

■ INFORMATION GUIDE 

WK«««, 

In the Great Master 

MUSICAL GEAR 

LOOKING FOR A GREAT CAREER? 
LOOK NO FURTHER! 

Studied 
FREE Guide 

Saves You Time and Money! 
Contact us toddy 1 4S0O468-9353 
www.discmakers.com, eq info@discmakers.cotn 

DISC MAKERS 

• MUSIC SALES • PRINT & WEB DESIGN 
I -CONTRACTING INSTALL TECH 
I • TECHNICAL SUPPORT 

1800-222-4700 
W O' call (219) 432-8176 FAX (219) 432-1758 
* Ask For Kristine Haas or the Career Center! 

A/pcrb Af5)tpr careers@sweetwatercom fVUvulMIX#l www.sweetwater.com 
music technology direct 

Every major brand of everything. 
Millions of dollars of musical gear in stock. 

ALTO MUSIC 
Guitars, recording, keyboards, aiiplita, drums, pro sound, 

new & used. One of the largest selections in the country. 
We ship eveywhere. 

(914| 692-6922 • Fax: (914) 692-5551 
altomusic.com 

680 Route 211 East. Micdletown, NV 10940 
Ask tor Uncle Feddy-He loves Ya! 

TRAINING/TUTORIALS 

“RECORDING ENGINEER 
"""’Ä V Easy Home-Study practical training in 

Multi-track Recording, .loin our successful 
working graduates or build your own studio. 

Recording 
Engineer 
Broadcasting 
Multimedia/Digital/Video/Fikn 
Radio/TV/Sports/News/DJ/Talk Show 

r FREE INFORMATION; 
ludio Institute oí America 
B14 46th. Ave. Suite AN. San Funcisco. CA 94121 

No experience required! 

On-the-job-training 
in local major Recording Studios & RadioTV Stations 
Part-time, nights, weekends 
Call recorded info line for FREE video 

1-800/295-4433 www. rad ioconnection .com 

musicplayepsnetwork.com 
¿tal» The ultimate online resource tor music 

- players, is looking for energetic, talented 
professionals in the following areas: 

Internet Sales (Account Service) Managers: Ability to sell creative marketing opportunities to 
our valued advertising/prospect customer base and help grow their business. Requires under¬ 
standing of internet marketing and advertising concepts as well as proven track record of new 
business development. Media sales experience, internet advertising sales, and/or knowledge of 
the MI/Pro Audio industries a plus. Travel required. Excellent compensation. 
Strategic Business Development Manager: Ability to identify, negotiate and close key partner¬ 
ships inside and outside the MI/Pro Audio Industries. Prior Internet business development expe¬ 
rience and MBA are preferred. 
Internet Marketing Manager: Ability to design and implement internet marketing plan to drive 
marketing objectives. Requires thorough understanding of internet marketing. Knowledge of 
MI/Pro Audio Industries a plus. 
Marketing Specialist, MI/Pro Audio: Ability to design and implement marketing plan within the 
relevant market segments of MI and Pro Audio to drive internet marketing objectives. Includes 
trade shows, PR, industry events, etc. Requires strong knowledge of, and 2+ years of marketing 
experience in MI/Pro Audio Industries. 
Marketing Specialist, MI/Pro Audio: Ability to design and implement marketing plan within the 
relevant market segments of MI and Pro Audio to drive internet marketing objectives. Includes 
trade shows, PR, industry events, etc. Requires strong knowledge of, and 2+ years of marketing 
experience in Ml/Pro Audio Industries. 
Managing Editor: Organized editor with print/web information experience, and extensive knowl-
edge/interest in music/MI/recording editorial. Individual will be responsible for coordinating 
extensive archives of existing content and facilitating fresh content with online content editor. 
News Editor: Experienced music/MI industry news editor with extensive contacts and at least 
three years news coverage experience for trade/consumer or daily news publication. Must be able 
to meet daily deadlines, covering the vast array of business, technology, product, artist coverage 
necessary to provide a worldwide audience with the most compelling daily news reports. 
Database Editor: Management position to coordinate the most extensive database development 
project in the history of the Ml industry. Individual must be able to coordinate research, solici¬ 
tation, and compilation of extensive database information on products, contacts, documents, etc. 

Miller Freeman PSN, Inc. is an equal opportunity employer, offers a 
competitive compensation and benefits package. If you would like 
to join our progressive team please fax resume and cover letter 
to AB 212.378.2160. 

OUR COMPANY IS THE LEADER IN 
RECORDING STUDIO DESIGN & INSTALLATION. 

Looking to fill 3 positions in Miami Beach Fla. office area. 
1. Pro Tools Sales and installation specialist 40/50K. Base + Commission. 
2. Operations Manager 40/50K. Base + Performance Bonus. 
3. Pro Audio Service and repair specialist 50K. Base + Commission. 

Benefits Included Fax Resume to: 954-927-6018 

PRO AUDIO TECHNICIAN 
Experienced Technician needed to fill immediate opening in Boca Raton, Florida. 

Technician must have experience with Lutron, Crestron, Audio Access & Home Theater 
Applications. Understanding of recording studio technology. Macintosh & PC 

Computers a plus. Full Benefits package and a competitive salary. 
Please contact Noemi de Verona at (305) 945-1230 or Fax (305) 945-3383 

For Advertising Rates, 
E-mail Christine at 
veladpsn.com 

136 MAY 2 0 0 0 EQ 



E Q CLASSIFIEDS 

EQUIPMENT DEALERS TRAINING INSTITUTE AUDIO UPGRADES 

[ free catalog ] 

consoles, 
Mastering Desks, 

Digital Workstations, 

keyboard Workstations, 

Rack enclosures, Spkr. Stands 

ARGOSY 800.427.5698 
573.346.8549 

SAVE THOUSANDS OF DOLLARS 
BUYING YOUR NEW & USED 

EQUIPMENT FROM US 

94 STATE STREET • NEW LONDON, CT 06320 

800.264.6614 *860.442.9600 
carusomusi@aol.com • http://www.caruso.net 

Don’t Get Beat 
When you need equipment call 

8TH STREET MUSIC 
(800) 878-8882 

Philadelphia's Largest Musical 
Instrument Dealer!!! 
www.8thstreet.com 

8th Street Music, 1023 Arch St. 
Philadelphia, PA I91O7 

IT PAYS TO 
ADVERTISE 
IN EQ 

Live your Dream 
be an Audio Engineer 
email institute@sheffieldav.com 
www sheffieldav.com 

The 
Sheffield 
Institute for 
the Recording 

-SSL 
-Otari 

-Kurzweil 
Pro Tools 

approved by the 
MD Higher ED Comm 

1-800-355-6613 

VOCALS 

SINGERS!voc°ls 
Unlimited, Low Cost. Instantly Available 

Background Music from Original Standard 
Recordings! Does Everything Karaoke 
does... Better and gives yoi 
Thompson Vocal Eliminator 
Free Brochure & Demo Tape 
LT Sound Dept EQ-1 7 
7980 LT Parkway .Lithonia.GA 30 
Internet-http:// ltsound.com 
24 Hour Demo Info Request Une (770)4822485Ext 28 
When You Want Something Better Than Karaoke! 

FOR SALE 

music technology direct 

NEED GEAR? 
FOR UVE OR STUDIO? 

RECORDING • GUITARS • 
AMPLIFIERS « PRO AUDIO-

KEYBOARDS 
We have everything you 

need for studio and stage! 

800-222-4700 
5335 Bass Road, Fort Wayne, IN 46808 
(219) 432-8176 • FAX (219) 432-1758 

www.sweetwater.com 
sales@sweetwater.com 

❖ ♦ ❖ ♦ ❖ ♦ ❖ ♦ ❖ ♦ <♦ ♦ <• ♦ <♦ ♦ ❖ 
t LA-2A LA-3A OWNERS ? 
J Before you by a new T4B optical * 
♦ attenuator, have it rebuilt at a traction ♦ 
♦ of the cost. Also stock OPTO’s. ♦ 
♦ ANTHONY DEMARIA LABS ♦ 
J 914-256-0032 J 

COVERS/CASES & RACKS 

OMNIRAX 
STUDIO FURNITURE 
MixStation/OSR 

Also available 
Mackie 
8»Bus mixers 

Custom Design 
and 
Modifications 

800.332.3393 
FAX 415.332.2607 
Outside U.S. 415.332.3392 

WWW.0MNIRAX.COM P.O.Box 1792 Sausalito. CA 94966 

VOICE TALENTS J 

voice-talents.com 
• Great male and female talents 
• Online samples & free estimates 
• Delivery via email, ftp, CD, etc. 

Email: info@voice-talents.com 
Toll Free: 877-352-7478 

EQUIPMENT FOR SALE 
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ACOUSTICAL PRODUCTS 

BIG STUDIO SOUND: $299 

CAuralex 

hmnnTTJ 

If you need help, 'emem 
ber we’ve always given free 

initial consultations. And if 
W  you’re building a studio, check out our 

acclaimed booklet Acoustics-101 It’s 
a free download from our website! 

It’s never been this easy & affordable to make your room sound better! 

• In this one kit you get everything you need to improve the sound of your small 
studio, iso booth or control room: bass traps, absorbers.even adhesive & 
installation tips! If your needs dictate, simply add more Alphal kits. 

• You’ll immediately notice improved imaging, tighter bass & less "room" sound. 

• Your monitors, mies. & other gear will sound better than you ever thought 
they could and your recordings will be much more accurate. Everything 
you record or listen to will sound clearer! 

• Gone will be the dastardly room reflections and bass buildup that 
have been keeping you from hearing the "true" sound you desire 
(and thought you were paying for when you bought your gear)! 

Don’t put up with bad sound any longer 1 Get to your favorite 
' ■ dealer and check out the full line of affordable Roominators 

Kits & other industry-leading Auralex products today You II 
be surPrised at how easY & affordable great sound can be 

With the new Roominators * Alphal ‘ Acoustical Control Kit, It’s easy to make your place sound great! 

Big-name artists, networks, motion picture companies & studios know it: good gear in a bad room sounds no 
better than bad gear, so they tame their acoustics with goodies from Auralex. Now we’ve shrunk that big-studio 

■L sound down into the handy "take home" sized Alphal ! 

www.auralex.oom Sound Control For The Rest Of Us’“ • 800.95. WEDGE 

SHLENT-^-
(413) 584-2377 

58 Nonotuck St . Northampton. MA 01062 

ORDER (800) 583-71 74 
info@silentsource.com • www.silentsource.com 

Acousticore Fabric Panels • Sound Barrier 
Isolation Hangers • A.S.C. Tube Traps 
Silence Wallcovering • WhisperWedge 
Melaflex • S.D.G. Systems • Tecnifoam 
R.P.G. Diffusors • Sonex • Sound Quilt BAcousticsFirst 

S 888-765-2900 
Full product line for sound control 
and noise elimination. 
Web: http://www.acousticsfirst.com 

itsper 
Sound Isolation Enclosures 

Vocal Booths ■ Broadcast Booths 

INC. 
>m 

Tel: 423-585-5827 • Fax: 423-585-5831 
Website: www.whisperroom.com 

116 S. Sugar Hollow Rd. • Morristown, TN 37813 USA 

LIVE MUSIC 

StudiOßbx 

MSRP STARTS AT S499M

www.rpgdiffusors.com 

Installation is quick and easy, with enough material to 

properly treat project studios up to 14' x 10' x 8'. 

Available in white, white flee, and gray flee Class A 

Melaflex™ as well as charcoal gray, blue, and purple 

Class B/C Polyflex™ Now with free drop shipping. 

RPG DIFFUSOR SYSTEMS, INC. 
301.249.0044 

info@rpgdiffusors.com 

EDUCATION 

TRAINING CD-ROMS 
I COOL SCHOOL INTERACTUS™] 
VOl.1 ■ PRO TOOLS® BASICS 
VO 1.2 ■ PRO TOOLS® & PLUG-INS 
vol.3 • DESKTOP AUDIO 
vol.4 ■ LOGIC AUDIO® 4 12!» 

1800-729-6919 www.coolbreezesys.corn] 

INTERCONNECT 

The World’s finest 
direct boxes! 
Radial of course! 

1-800-939-1001 
www.radialeng.com 

Global Groove 
Live drums/percussion anytime, anywhere 

over ISDN lines 
-various kits set up and ready to go 
-custom loops/parts played live, instantly! 

Mark Ambrosino 
(212) 255-5080 

www.globalgroove.org 

THE ADVERTISNG DEADLINE FOR 
THE JUNE ISSUE IS MAY 9TH, DON'T MISS IT! 

CALL CHRISTINE: 212-378-0454 
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DUP L IC AT I O N / R E P L IC AT I O N SERVICES 

Audio Cassette Duplicator Co 
12 CD’s $3.49 each 
1OO CD’s $2.75 each 
(818) 762-ACDC (2232) 

www. acdc-cdr. com 
12426 1/2 Ventura Blvd. 
Studio City, CA 91604 

IT'S YOUR BABY 
AND WE DELIVER. . 

Othertenices IkIM: • Mester mt • Besinn •Ulm -Primüng 

8OO-DIG1DOC 
www.dlBidacpro.com 

One-Stop 
Manufacturing 
• CD Replication 
• Vinyl Records (colors a 
• Cassettes 
• Graphics Design 
• Super-Hot Mastering 

• 
NEW - On-Demand Color Printing 

We make everything in-house! 
Best Price ... Best Service ... period. 

EUROPADlSKLTD. (800)455-8555 
Major credit cards accepted. http://www.europadisk.com 

PROFESSIONAL • RELIABLE • AFFORDABLE 

I j I Mastering 
1000 Bulk CDs $699 

3 color on disc from your film & master 

I Hl 410-515-4844 CÕ j 
WWW.CYBERELLASTUDIOS.COM 

www.yourmusiconcd.com 
SNS 10 cdrs - $50, 25 cdrs - $75, 50 cdrs - $125 SNS 

KM) CDRS - $199.00 
Includes cdr, on cd print, & jewel case 

Olt I (Ml I ILL (OLOR CDR 
^^PACKACB FOR ONLY $375.00^ 
Atlanta 678-442-0933 Toll Free 877-442-0933 

Factory-Direct Pricing. 

CD SOURCE 
CD • CD-ROM • CASSETTE 

1.877.CD PRESS (toll free) www.cdsource.net 

JVIosicraft 
Multi-IVTk 
Tm Best CD and Cassette Packages In The Would 

CD Mastfach me. Cassette Di rue attos. 
Gkafhics, PeimsG & Moke 

Portland • 1-800-637-9493 • Los Angeles 
A O wision of SarShan Marketing, Inc. • E-mail: jartlMiklnUMi 

ï 
Í 

i 

46 PRODUCTIONS 
25 CDRs - $100 / 50 CDRs - $175 

100 CDRs - $250 / 200 CDRs - $425 
From CD or CDR master. Includes CDR in jewel box with text 
printing on CD label. Add $19 for other digital master. S3 < for 
analog master. Orders must be prepaid. Shipping not included. 

42W557 Hawk Circle, St. Charles, IL 60175 
Phone: (800) 850 5423 • E-mail: info@46p.com 

Visit Our Web Page at: http://www.46p.com 

RECORDING SUPPLIES 

"IF FS RECORDABLE WE HAVE IT" Bk 

www.andol.com ON DOL 
(♦ AUO4O PRODUCTS INC >) 

BLANK HIGH BIAS CASSETTES AS LOW AS $. 19 EA 
CD-R'S AS LOW AS $ .70 EACH 
HI-6, MD, DAT, OPEN REEL, A-DAT, VHS 
BASF QUANTEGY MAXELL SONY TDK 
DUPLICATING EQUIPMENT 800-221-6578 

RECORDING SUPPLIES 

HEY LOOK! 

WE’RE ON THE WEB! 

Toll Free 
800-538-2336 

Naflonol Recording Supplies Inc 

All Formats! 
Best Prices! 

www.tapes.com 

Reserve Ad Space 

vela@psn.com' 
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DUPLICATION/REPLICATION SERVICES 

BHiTiff: WHM 

Rainbo Records and Cassettes 
I 738 Berkeley St. • Santa Monica,CA 90404 «(310) 829-3476 • 
Fax: (3 10) 828-8765 • www.rainborecords.com • info@rainborecords.com 

IOO 12" VINYL $749.00 
(in WHIT* JA CKET w/HOLE) $1.20 each for additional LP's 

of professional sound 

services to the musical 

1-1000's 
CD s, Cassettes 

As little as 2 day 
turnaround 

and corporate 

communities 

since 1950. 

a division on Ken-Del Productions, Inc. 

call for more information 
(800) 249-1 110« (302) 999-1110 

Compact Disc Replication 

100 CDs $235 Prices include jewel box 
50 CDs $135 and Printing direct on disc 

In nn S ein We also do design and printing 
1UUUS j>4U of full color and b&w covers -

Allen Lowe 207-741-2846 

500 Cd'swithWindowSleeves$595 
THESE ARE NOT CDR’S 2COLOR SILKSCREEN ON OISC 

500CD'S RETAIL READY STARTING AT $850 
THIS INCLUOESTPRINT MANUFACTURING. Jewelbox.shrinkwrap 

500CD’s Complete retail Package $ 1199 
I6HOLRSDESCN. LA1CUESCANS.HM FRNT. PACKACNG. MASTING 
SHRINKWRAP AND CD MANUFACTURING. READY TO SELL ! 

Luminous FlUX 1-800 726-2611 
www.fluxnet.coni Call for our FREE Brochure! 
_ MAKiNCM)rrr,xi>L\T\njSK:stN<>i989_ 

SMALL AD 

BIG SAVINGS 
CD’s fast turn around from 1 -IO,(XX) 

A^^te Audio Labs, Inc. 
bXIMhSObSONG (7664) 

rihZITQI 
UI UI 11 IL 

DDAJ 816 Fifth Avenue Pittsburgh, PA 15219 

DIGITAL DYNAMICS AUDIO INC. jj 

OCD Mastering and Replication 
OCass. Mastering & Replication 
o Digital Audio Post Production 
o CEDAR Sonic Restoration 

Full Service Digital House 
http://wtFiw.4ddai.com 1-800-444-00 Al 

Pure Sound by Quested 
visit our website: www.quested.com 

• Digital Mastering 
• Graphic Design 
• Printing 

1 800-409-8513/ 

* CO Replication 
* CbR One-Offs 
* Mastering 
* Packaging & Printing 

PRINCETON 
PIS 

THE DIGITAL SUNSPOT INC 

www.digitalsunspot.com 

www.princetondisc.com 

IOOO 7" VINYL 45's (with white sleeve) $719.00 reorder - S379.00 
SOO 7" VINYL 45's (with white sleeve) $599.00 reorder - stavoo 
1 OOO 12" VINYL (in WHITE JACKET w/HOLE) $1,699.00 REORDER - SI 149.00 

SOO 12" VINYL (in WHITE JACKET w/ HOLE) $1,199.00 REORDER S649.00 

ALL PACKAGES INCLUDE: MASTERING / FULL PROCESSING / TESTS / _ 
2-COLOR LABELS / SHRINKWRAP (12" only)/ QUICK TURN AROUND 

IN-HOUSE CD, VINYL & CASSETTE REPLICATING & PACKAGING — ASK FOR OUR FREE BROCHURE! 

CD’S IN 2 DAYS! 
Guaranteed! ! 

Cl ESB 

z CD, CD-ROM, 
□ & cassette 
§ manufacturing 

art design & printing 

mastering & editing 

J 30 years experience 

■ guaranteed national distribution 
d Amazon.com, CONow, Tower Records, etc. 

call or visit our website for details! 

Q www.crystaldearsound.comlcdtape 

EARTH DISC 
$ I 299 500 CDs 

500 Cbs 
package includes: 
lull cotte I page/4panel insert 
J colot or cd printing/glass master. 

$ I 3 8 5.” I COO CDs 
package includes: 
film seperations 

fall color 2 page 4panel insert 
J col«« on < d'printïngglass master, 

j^wellboc, shrink wrap 

I 1.800.876.5950 

Feel the Power of Excellence 

TOTAL CD, CD-ROM, & DVD PRODUCTION 

toll free: 1 •877"DISOUSA 
(212) 252-9300 In NYC 

149 MADISON AVENUE NY, NY 10016 

www.digitalforce.com 
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Includes 2-colors on disc, 4-panel, full-color insert booklet, full-color tray 

24-hour turn around in most cases. Up to 74 minutes. From your CD-R. Add $30 

if from DAT. Booklets/packaging available! 50 CDs - $189; 100 CDs - $359. 

Trust the 
^mastering 

r professionals 
ABOU QQ REPLICATION 508-481-9322 

OASIS® DUPLICATION OFFERS: 

800-579-7010 

[:OASIS:il I CD & CASSETTE I 
TAT TDT ir1 A TTTriM *-■ 

MAXELL 

DUPLICATION 
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EQUIPMENT FOR SALE MASTERING 

1.C00 CDs - $1,400! 

25 CDs- $99! 

David Bowie 

Bill Morrissey 
NRBQ • Richard Thompson 
Joan Jett Kate Taylor 
Medeski Martin & Wood 

Susan Tedeschi 
Heartbeat 

www.bmml.com 

JUNE ISSUE 
CLOSING 

300-585.00 
500-625.00 
1000-999.00 

Bob Marley 
Morphine • 

1.39 
199 
199 
1.99 
1 19 
289 
69 

499 
699 
149 
399 
499 
249 
59 

299 
119 
199 
209 
199 
649 
899 

5 49 
4 99 
59 

'99 
399 
139 

Oasissampler™ CD compilations 

National Distribution of your CD 

to Major Retail & Internet Chains 

• The industry’s best reputation for 

quality, for 12 years running 

1-800-TAPE WORLD or 1 -800-245-6000 
We’ll beat any price! 6.95 SHIPPING • FREE CAT. 

• Innovative Packaging, including the 

revolutionary Oasis Jewel-Free™ Box 

• Free Radio Promotion on our 

Rounder 
Tone Cool^ 

Ryko^^B 

SONY 
DAT-120 
0AT-124PAO 
T-12OV 
L-75O8T 
H18-120 
MDW-74 
HF-90 

• Arlo Guthrie 
Alison Krauss TALKWITHA

HUMAN BEING 

card, jewel case and shrink wrap - plus ALL FILMS/COLOR SEPARATIONS. Free barcode if 

desired. Quick turn-around. Call for free samples end our complete price list! 

FUJI 
SVH6-T12C 
HI 8120 
DR-F60 
T-1?.iSHG 
JVC ST 120 
JVCT120 
AUDO COR 

XLII-90 
XLIFS 90 
T12OHGX 
T-160GX 
T-120BR 
CDR-74MU 
UR-90 

www.mp3.com/liquidbrain 

MASTERING 
phat major label sound 

call today 1-338-707-phat 

TAPEWORLD.COM, butler, pa 16003 • fax eoo-322-8273 
OVER 500 DIFFERENT SCHOOLS ON PO M-F8-5 

(888) BY-OASIS (888/296-2747) 
info@oasisCD.com 
www.oasisCD.com 

TDK 
CDR-74TWIN 
SA-90 
SAX-90 
SAX-100 
T120EHG 
DAT-120 
JVCDVC-6O 

We do what a label does. 
For you. 

MAY 9TH 
DON'T MISS IT! 

New. Used and Vintage Recarding Equipment 
Buy • Sell * Trade 

API. Neve. Fairchild. Manley, Queried. Urei 
Pultec, Neumenn, Lang. Studer, and More! 

F www.northeasterndigital.com 

northeastern 
1985-2000 

ROSSAROUND DIGITAL 
MASTERING 

Get the personal professional 
touch your product deserves. 
At a price you can afford. 

Guaranteed results. Demo available. 

www.rossaround.com 

805-660-0776 

2000 

Tel: (978) 744-2001 Fax:(978) 744-7224 | 

IMPLOSION PUBLISHING -Toll free: 1-888-323-5431 1321 E. Colonial Drive - Orlando. Fl 32803 • (407) 898-5573 

Need Fat Major-label sound 
on your CD? Call the Analog Specialist! 

DRTmastering.com 800-884-2576 

CALL RIGHT NOW FOR A BOTTOM LINE QUOTATION! 

Multimedia >4 
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BAND IN A BOX EQUIPMENT FOR SALE INSURANCE 

Band-in-a-Box the award winning music accom¬ 
paniment and arrangement software for Windows 
(r) and Macintosh (r) is so easy to use! Just type 
in the chords for any song using standard chord 
symbols (like FM7 or C13b9), choose the style 
you’d like, and Band-in-a-Box does the rest-

automatically generating a complete professional 
quality five instrument arrangement of piano, 

bass, drums, guitar and strings in a wide variety 
of popular styles. Band-ln-A-Box Pro $88 

MegaPAK $249. 

PG Music Inc. 
1-800-268-6272 
1-250-475-2874 

www.pgmusic.com 

DJ SERVICES 

Great Rates on Insurance! 
Equipment Only: 
(Limited Worldwide Coverage) 

$50,000 of Editing Gear for $600 
$100,000 of Camera Gear for $1,500 
$250,000 of Editing Gear for $1,875 
$250,000 of Rented Gear for $2,250 

Or Entire Packages 
(For Post-Production Facilities) 

$100,000 of Equipment 
12 Months Unlimited Loss of Income 
$1,000,000 General Liability 

800-800-5880 
www.UnitedAgencies.com 

Pasadena, California CA. License #0252636 

INSTANT ORDER FORM 
PI ARSIFIFD' □ equipment for sale ddupe/replication services 

□ DEALERS C MISCELLANEOUS 
$125 per column -1 inch minimum. 7 lines to the inch. 

ALL ADS MUST BE PREPAID 
E CLASSIHEDS/SERVICES (Specify Heading)_ 

PAYMENT: Amount $_ □ check (enclosed) 

□ American Express □ VISA □ Mastercard Card Number_ 

Expiration Date_ Signature_ 

NAME_ 
COMPANY _ 
ADDRESS _ 
CITY_STATE_ZIP_ 
PHONE _ 

Please supply camera ready art or ad copy on a separate sheet. 
Enclose copy, payment and this Instant Order Form and mail to: 

460 Papk Avenue South * 9th Floop New Yor,('NY10016-
Attn: Christine Vela, Speciality Sales Manager 

TEL (212) 378-0454 • FAX (212) 378-2149 
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ACROSS THE BOARD 
continued from page 146 

movements in this area take advantage of 
the smaller 0.1 dB steps, and make riding the 
vocal much more accurate. 

Small format digital consoles use larg¬ 
er steps for automation data. The typical val¬ 
ue is 512 steps. This means that, at the most 
sensitive fader position, the smallest step will 
be about 0.2 dB. As you move the fader down, 
the steps quickly change to 0.4 dB then 0.8 dB 
and 1.2 dB. You can quickly realize the ben¬ 
efits of 1,024-step faders. 

Pro Tools uses 0.1 dB steps for au¬ 
tomation, and so do most of the DAW-
type systems. It is actually easier in a 
DAW because you are just dealing with 
computer information and can choose 
any step value you want. The value just 
becomes a multiply value stuffed into a 
DSP to get the levels you want. The Pro 
Control and the HUI provide the same 
resolution of control. 

If you must mix by using the mouse, 
here is a tip: Most people set the mouse sen¬ 
sitivity so that the mouse pointer moves a lot 
with a small physical movement of the 
mouse. If you try mousing a fader, you will 

see big jumps in the level corresponding to 
the coarseness of the mouse setting. If you set 
the mouse to the slowest response, you can 
more easily control the fine movements of 
the fader in 0.1 dB steps. 

FADER QUALITY 
The high-quality automated Penny & Giles 
faders used in large-fonnat consoles cost 
about $1,000 each. They have very smooth 
and silent audio qualities and are touch-sen¬ 
sitive. I mean really touch-sensitive. The con¬ 
ductive fader knobs are electrically connected 
to a circuit that detects the change in capac¬ 
itance caused by the touch of a finger. With¬ 
out moving the fader, an LED will light when 
the fader is touched. 

Part of the cost of the fader is the 
accuracy of the resistive element that 
passes audio in an analog console. Dig¬ 
ital consoles do not pass audio through 
the fader, so this element can be re¬ 
moved. No signal actually passes 
through the fader in a digital console. 
There is only a motor to move the fader 
and a resistive ladder that sends the cur¬ 
rent position of the fader to the 
automation. The level of the audio is 
changed in the DSP. It doesn’t really 
matter whether it is a physical fader or a 
picture of a fader on a screen. 

Small-format digital consoles use a dif¬ 
ferent method for touch sensitivity, which 
allows for very inexpensive faders. The 
automation continuously looks at the posi¬ 
tion sent by the fader. If the position of the 
fader is different than where the automation 
set the fader, then it must have been 
moved. Notice I said “moved.” The fader 
must be moved. The automation does not 
actually sense that the fader was touched. 
The fader movement sensing is usually set 
to trigger if the fader was moved two fader 
increments to avoid false movement indi¬ 
cations. This means that, if you are going to 
make a small ride in a vocal track, you must 
move the fader by two steps (0.4 dB in the 
sweet spot) before the automation knows 
about the move. This means that the initial 
movement will be late (it won’t be detected 
until you have already been moving the fad¬ 
er for awhile) and the change in level may be 
larger than you want it to be. I always try to 
move the fader in a hole between lines of the 
vocal to get the automation’s attention so 
that automation data is being written before 
the spot that I actually want to ride. 

Now you know everything about con¬ 
sole faders. Next month we will cover the 
neutron capture cross sections of trans¬ 
uranium elements and why the increments 
are measured in Bams. E® 

Better. 
Super nice compression: three layered 

stereo compressors in one box. 

Cleaner. 
100 kHz bandwidth. Meticulous circuit 

design and layout. 

Cheaper. 
"Compression at a near-unbelievable 
price-performance ratio...absurdly cost 

effective" 
-Craig Anderton, EQ 

RNC1773 
Really Nice Compressor 
Pristine analog audio path & precise 
digital control creates what some 

professionals are saying is one of the 
best compressors you can buy for under 

$2,000! 

$199.msrp I 
F MR Audio 

Austin, Texas ¿ 

1-800-343-9976 * 
CIRCLE 68 ON FREE INFO CARD CIRCLE 20 ON FREE INFO CARD 

Order 16,000 
Items On-Line ! 

World’s Largest 
Audio/Video 

Supply 
Equipment & 
Accessory 

Super Store. 
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TC Wo R KS 
Ultimate Software Machines TC Native Bundle™ 

TC Electronic hardware effects 

processors are the cornerstone 

of many top recording studios. 

These five plugi-ins, featuring the 

incredible TC native reverb, bring 
that legendary TC-quality audio 

MOTU AU IMO SYSTEM 

Channelstrip™ 
Channelstrip is like having a 

magebuck mixing console inside 

your PowerMac. Even artists 

who regularly use top-of-the-

line, large format consoles are 

raving about the "high-end 

console" sound they get from 
Channelstrip. How did Metric 

Halo do it? By combining 61 
standard, fully-automatable 
audio processing facilities into 

processing to your MOTU 

system desktop. The TC Native 

Bundle nearly places at your 

fingertips over 20 yea's of audio 

processing R&D, deployed in 

native 32-bit floating point glory, 

incredible sound, well-crafted 

presets, low CPU overhead, and 

intuitive controls make these TC 

Native plug-ins a joy to use. 

a single, complete plug-in with 

64-bit floating point precision. 

ChannelStrip is heavily optimized 

for efficient operation in your 

MOTU native recording 

environment, so you can use it 

throughout your mix. How does 
ChannelStrip actually sound? 
Producer Andy Gray-Ling puts 

it like this: "...I'm absolutely mind-
blown. It sounds amazing..." 

ARES 
REALLY COOL STUFF FOR MAKING MUSIC 

MOTU AUDIO SYSTEM 

Antares Microphone Modeler 
Now the microphones you own 

can sound like the microphones 

you wished you owned. Mic 

Modeler allows any reasonably 

full-range microphone to sound 

like virtually any other mic. Using 

patented Spectral Shaping Tool™ 

(SST) technology, Antares has 

created precise digital models 

of a wide variety of microphones, 

from historical classics to 

modern exotics, as well as a 

selection of industry-standard 

TM 

workhorses. Just select which 

microphone you are actually 

using and then select what mic 

you want it to sound like. You 

can further fine-tune the sound 

with modeled tube saturation, 
proximity, windscreen effect, 

and more. Mic Modeler is an 

easy, cost effective way to 

extend your existing mic 

collection, or to obtain that 

classic, vintage sound — 

without the excessive price tag. 

MOTU AUDIO SYSTEM 

Ail trademarks aie the property of their respective owners. 
References to specific microphones are intended solely to 
identify the microphones analyzed in the development of the 
digital models and do not in any way imply any association 
with or endorsement by a specific microphone's manufacturer 



MOTU AUDIO SYSTEM 

Digitslft/^/7wr 

* Eiorniic Musician 
S 2000 

H EDITORS 
CHOICE: 

H new . 
plug-ins 
MAS 

KIND OF 

LOUD RealVerb™ 
On the heels of their ground¬ 
breaking RealVerb 5.1™ 

sourround reverb plug-in, Kind 

of Loud Technologies presents 

RealVerb™, a new stereo reverb 

plug-in for MAS. RealVeib uses 

complex spatial and spectral 

reverberation technology to 

accurately model an acoustic 

space. The bottom line? Great 
sounding reverb with the ability 

to customize a virtual room and 

pan within the stereo spectrum. 

RealVerb even lets you blend 
room shape, material, and size 

according to the demands of 

your mix. And RealVerb was 

designed from the ground up for 

automation: adjust controls in 

real-time without distortion, 

pops, clicks or zipper noise. You 

can even morph between 

presets - in real-time. Don’t rely 

on your old standby-¡-let 
RealVerb bring new quality and 

space to your recordings. 

MOTU AUDIO SYSTEM 

2408m kl I audio interface 
To mix your project with these 

advanced plug-ins, listen to it 
through our new 2408mklI audio 

interface — now with balanced 

quarter-inch, 24-bit analog I/O 

TM 

(8 in / 8 out), with inputs that are 

switchable between +4/-10, plus 

a volume knob for the main outs. 

Same price. Same incredible 

product. Just more value. 

Sweetwater 
music technology direct 

(800)222-4700 
www.sweetwater.com 

Voice: (219) 432-8176 • Fax: (219) 432-1758 • Email: sales@sweetwater.com 
5335 Bass Road • Fort Wayne, IN 46808 

CIRCLE 70 ON FREE INFO CARD 
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ACROSS THE BOARD 

The 
Industrial 
Revolution 

Everything you 
wanted to know about 
console faders — both 

real and virtual 

BY ROGER NICHOLS 

For some reason it is hard to control delicate 
computer functions with a mouse. The 
mouse is fine for pointing and clicking, but 
when the task at hand requires fine contin¬ 
uous movements, the mouse just rolls over 
and plays dead. 

Have you ever tried drawing a picture 
on your computer screen with a mouse? 
The pointer jumps because of the inaccu¬ 
rate roller ball interface, and the scale of 
what you see on the screen does not easi¬ 
ly translate to the amount you are moving 
the mouse, especially when you run out of 
mouse pad and have to pick up the mouse 
and move it in the middle of a stroke. This 
is why artists and designers use tablets to 
input drawings into the computer. The 

movement of the hand and stylus are more 
natural and are easier to translate into 
computer vectors. 

The same thing happens when trying 
to mix audio with a mouse. You click on a 
screen fader and move the mouse. If you 
move the mouse one inch forward, the fad¬ 
er moves some amount on the screen. Be¬ 
cause of mouse stutter, if you move the 
mouse back the exact same inch, the fad¬ 
er on the screen will not be back exactly 
where it was when you started. A physical 
fader that you can move up and down is 
much easier to use for riding vocals and 
other gain-varying instruments. When I 
want to ride something up and then bring 
it exactly back to where it was, 1 place my 
finger below the knob as 
a stop. I can ride the fad¬ 
er up, and then snap it 
back to my finger and the 
level drops back to ex¬ 
actly where I want it to 
be. You just can’t do that 
with a mouse. 

Now that we have 
determined that nothing is 
better than a real fader, we 
should talk about the res¬ 
olution of the real fader. It 
has already been deter¬ 
mined that 100 mm is a 
good length for a straight-
line fader. If you lean your 
forearm on the armrest at 
the front of the console, 
the range of movement in 
your wrist is comfortably 
100 mm. You can move 
the fader from the full off 
position to the loudest 
position without lifting 
your arm from the arm¬ 
rest. The highest resolu¬ 
tion available in the fader 
movement is at the point 
where the wrist is relaxed. 
At this point, you also 
have the most amount of control over small 
movements in your wrist. 

When console automation came on the 
scene in the early ’70s with the Allison 56k, 
the range of fader movement had to be quan¬ 
tified into discrete steps that could be de¬ 
tected and reproduced by the automation 
computer. After subsequent generations of 
console automation, and input from scores 
of automation users, a value was reached of 

1,024 steps to represent the position of an 
analog fader. At the “sweet spot” (about 25 
percent down from full fader level) one step 
in the fader movement corresponded to 0.1 
dB of gain change. 

One dB is defined as the smallest 
amount of change in level detectable by the 
human ear. This is based on the level 
change of the entire sound that is being 
heard. If you change the level of the mix, or 
the level of a soloed vocal, this definition 
holds true. If, however, you have a reference 
to compare the level with, then 0.1 dB 
change in level is readily apparent. If you are 
comparing the input to the output of a DAT 
machine, you can easily tell if the levels are 
0.1 dB different. If you are listening to rel¬ 

ative balances in a horn sec¬ 
tion, it is easy to hear the 
difference when one horn is 
turned up 0.1 dB. 

One more factor comes 
into play with audio faders: 
the logarithmic taper of the 
audio fader. As the fader is 
pulled down toward the off 
position, the amount of at¬ 
tenuation increases rapidly 
for the same amount of 
movement of the fader. A 
half-inch movement at the 
top of the fader is approxi¬ 
mately 5 dB. At the bottom 
third of the fader, the atten¬ 
uation is 20 dB for that 
half-inch. The next half¬ 
inch is 50 dB. 

If you recorded the vocal 
much louder than all of the 
other instruments, then the 
fader position will be much 
lower in the final mix situa¬ 
tion. Because of the taper of 
the fader, small physical 
moves will translate into 
larger changes in level. If the 
moves are automated, the 
steps will be 0.2 dB or greater 

on our 1,024-step faders. If this happens, use 
the line trim to lower the level of the vocal so 
that the fader can be moved up into the “sweet 
spot" of the fader, or up near the top 25 
percent of the travel. The sweet spot is usual¬ 
ly marked as zero on the fader. Levels above 
this reference will be marked as +5 and +10, 
while markings below this level will be -5, -10, 
-20, and —40, down to infinity. Any fader 

continued on page 143 
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mouse back the 

exact same 

inch, thef ader 

on the screen 
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sennheiser. 
for guitar. 

eiserusa.com 

One Enterprise Drive, Old Lyme, CT 06371 Tel: 860-434-9190 • Fax: 860-434-1759 
Sennheiser Mexico: Tel: (525) 539-0956 Fax: (525) 639-9482 Sennheiser Canada Tel: 514-426-3013. Fax: 514-426-3953 
Manufacturing Plant: Am La3or 1, 30900 Wedemark, Germany 
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The new high-end audio workstation. 
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>■ Upgrade your current MOTU system —just plug it in to add 96K 
recording to your 2408,1224 or any other MOTU system. 

Ideal for surround mixing and recording — supports two 5.1 
surround mixes in and out simultaneously. 

Expandable — connect up to three 1296 interfaces to a single 
computer for 36 channels of 96K input and output. 

• 96 kHz 

• 117dB S 

• +4 balanced XLRs 

The MOTU 1296 —a 24-bit/ 96 kHz audio workstation for Macintosh 
or Windows, available as a core system and expansion I/O. 

Impeccable analog I/O —12 independent inputs and outputs on 
+4 balanced XLRs. 

Stunning sound — 24-bit/ 96 kHz converters with 117 dB dynamic 
range (A-weighted @ 48 kHz); extremely low-jitter crystal. 

Advanced design —isolated analog circuit & R/CORE transformers. 

Flexible AES/EBU digital I/O — sample rate converters on input 
and output, with independent crystal and word clock input. 

Introducing the 

MOTU 

' / 
* / 

Compatible with yourfavorite audio software —includes standard 
ASIO 2.0 and Wave drivers for Macintosh and Windows. 

• AES/EBU with Sample Rate Conversion 

Expandable to 36 channels 

Mark of the Unicom, Inc. • 1280 Massachusetts Avenue • Cambridge MA 02138 • 617-576-2760 • 617-576-3609 fax • www.motu.com 
All trademarks are property of their respective holders. 
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