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INFINITE CAPABILITIES. 
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. 
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• 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 third parties 
• 12 channel submixer to process synthesis programs, audio inputs or hard disk audio tracks 

OASYS PCI online at www.korg.com/oasyspci.htm 
Questions about OASYS7 Email us at oasysinfo@korgusa.com 
For an OASYS PCI dealer near yot.. r,i 1-800-335-0800 
WANT AN INTERACTIVE CD-ROM FEATURING KORG'S OASYS PCI CARD? WRITE TO US AT: 
02000 9095 USA ATTIN OASYS co. 316 S SERVICE ROAD MELVILLE NY 11141.3201 • FOR INFO VIA FAX BACA CALL 16311396,8630 DOC /4164 

• Chains of up to 4 effects each on channel inserts, 4 send busses and 6 stereo output busses 

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

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

• PCI card with 5 Motorola DSPs providing 480 MIPS of synth & audio processing power 

• Works with all major sequencing and digital audio programs 

• Available for both Mac and PC 
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El A S S PCI 
Open Architecture Synthesis, Effects, and Audio I/O 
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Get In. Get Out. Take Control. 
Introducing the US-428. 

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

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

Digital Audio Workstation Controller by TASCAM and 

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

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

to interface your music and your computer while providing 

complete hands-on creative control of your audio software, 

using real faders and knobs. 5Q if you're looking for the 

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

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

world leader in recording technology. 

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

Stereo phono (RCA) outputs. 
headphone output 

USB pm-4- Mac & PC 
compatible 32 channel MIDI In, 

32 channel MIDI Out 

PC and Mac compatibility 
via USB interface 

e, Works with major DAW 
applications 

e, Supports unlimited banks 
of eight faders 

Pedicated EQ, Aux Sends 
and Pan controllers 

e=. Professional 24-bit D/A and 
ND converters 

er, Records four audio inputs 
at Once 

▪ Includes Steinberg's 
Cubàsis " Audio 
Recording/MIDI 
Sequencing software' 

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

Two balanced 1/4' 
TRS inputs 

Two balanced XLR mic inputs 

9PDIF digital input and output 
TASCAM US-428 by 
FRONTIER 

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

`Cubasis VST for Macintosh available later this year 
All copyrights are the property of their respective holders 

TASCAM 
a whole world of recording 
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ARC Auto release 
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Ultramaxlmizer 

48 bit • 96 kHz 

16 

The last limiter you'll ever need. 
Your studio will never be the same after you get 

your Waves L2 Ultramaximizer. 

Essential for mastering of course, but it's the 

new secret weapon for live sound, channel insert, 
guitar racks, broadcasting, mixdown, remix, 

sound design, location recording, you get the idea 

Use the A/D converters to boost your quality, 

and the limiter to never clip your master. Spank 

a voice or snare beyond any imaginable point. 

Scare yourself a little. There's simply nothin 

in the class of the L2 Ultramaximizer. 

"Best limiter I've ever heard". "The A/D convert-

ers are better than $2000 standolones". "I must 
have one today". What will you say? 

Want to push your Inert We'll build one Wr you. 
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FROM THE EDITOR 

Learn Byrn the Worst 
I'm fascinated by creativity in all its forms. Perhaps that's how I ended 
up in music; the whole idea of creating art through organized sound and 
the process of producing it with technology is very interesting to me. My 
interest in creativity leads me to read a great deal about it — the psy-
chology and impetus behind it, how to increase it, and so on. Recently, 
for example, I've been reading Zen in the Art of Writing, by noted science 
fiction author Ray Bradbury. Rather than the expected treatise on writ-
ing haiku while sitting zazen on a zafu, the book is a collection of essays 
on creativity, inspiration, and feeding the muse. One topic Bradbury 
touches on flies in the face of conventional wisdom: We all try to learn 
from the best, but is that really the most effective way to improve skills? 
Perhaps there's value in examining something that's not done so well and 
learning from the mistakes that were made. 

Think about it; often learning from the best is very difficult. The "best" 
may be so high above your current level that you can't discern what makes 
it good — and even if you can, you may not have the experience or knowl-
edge to understand what it is that makes it the "best." And often, with the 
"best," the whole is done so well that it's hard to focus in and extract 
what's good about particular component elements. 

Contrast this with learning from something you don't like or that's 
not done so well. Generally, it's very easy to pick out where the mistakes 
or wrong decisions were made, or where things were done poorly. Look 
at this in terms of a mixdown: For most of us, when listening to someone 
else's mix, it's easy to hear when a vocal is too loud, the EQ is wrong, or 
a reverb tail is clashing with other elements of the song. (It's the old back-
seat driver syndrome; it's always easy to find someone else's mistakes.) 
Now focus in and try to come up with an equally specific list of what it 
is that makes a good mix "good." Not as easy, is it? 

Am I suggesting that you ignore what the "best" have to offer? Ab-
solutely not! For example, I've been getting into surround mixing late-
ly, and, yes, I'm referencing the best: George Massenburg's 5.1 mix of Lyle 
Lovett's Joshua Judges Ruth, Elliot Scheiner's 5.1 mix of Toy Matinee, and 
a few others. These are great inspirations, as well as excellent models to 
work toward. But I'm finding I'm learning more about what not to do from 
the five or six poorly done (in my opinion) surround mixes I have in my 
collection than I am from the two stellar examples listed above. 

Give it a try. Before dismissing something you don't like or that seems 
less than well done, shift your perspective and focus in to find specifically 
where the creator went wrong. You may find yourself learning a great deal. 

More news from EQ-land to pass along: This month, our big announce-
ment is the addition of Howard Massey to our masthead as associate ed-
itor. Howard's work in major U.K. and U.S. studios, credits as an author 
(such as The Complete DX7 and The MIDI Home Studio) and journalist 
(Musician magazine and countless freelance articles), and extensive 
knowledge of the industry, technology, and music make him the perfect 
choice for the job. Plus, so many of his articles have been running in EQ 
that we figured he should have a more formal home here. Please join me 
in welcoming Howard onboard — and (free plug) look for his new book 
Behind The Glass (Miller Freeman Books). 

—Mitch Gallaghei 
mgallagher@uemedia.com 

1E0 Vol 11, No. 9 
September 2000 

JOHN HURLEY 
Publisher 

EDITORIAL 
MITCH GALLAGHER 
Editor 

ANTHONY SAVONA 
Managing Editor 

CRAIG ANDERTON 
Technology Editor 

STEVE LA CERRA 
Senior Editor 

HOWARD MASSEY 
Associate Editor 

MICHAEL SANCHEZ 
SCOTT ARUTI 
Assistant Editors 

JIM BORDNER, DAVID FRANGIONI, 
AL KOOPER, JON LUINI, HOWARD MASSEY, 
ROGER NICHOLS, BOBBY OWSINSKI, 
RICH TOZZOLJ, ALLEN WHITMAN 
Contributing Editors 

MR. BONZAI 
Editor-At-Large  

EXECUTIVE 
PAUL GALLO 
President 

MARTIN PORTER 
Senior Vice President/Publishing Director 

TIM WETMORE 
Editorial Director  

SALES & MARKETING 
ANDY MYERS 
Tel: 914-271-3334, Fax: 914-271-3773 
International Sales Manager 

MICHAEL MATHIESON 
Tel: 631-493-9470, Fax: 631-462-9650 
East Coast Sales 

TARA ESPOSITO 
Tel: 212-378-0456, Fax: 212-378-2158 
Midwest Sales 

LEN KEELER 
Tel: 909-672-8059, Fax: 909-672-8058 

HOLLY O'HAIR 
Tel: 909-693-9598, Fax: 909-693-9598 

MARGARET SEKELSKY 
Tel: 212-378-0491, Fax: 212-378-2158 
West Coast Sales 

CHRISTINE VELA 
Tel: 631-547-1180, Fax: 631-547-1181 
Manager of Specialty Sales/Classified Sales 
CRISTINA GALLO 
Director, Special Projects & Events 

DANIELLE CIARDULLO 
Marketing Specialist 

ART & PRODUCTION 
MARSHALL MOSELEY 
Art Director 

GREG GENNARO 
Associate Art Director 

RIVA DANZIG 
Creative Director 

FRED VEGA 
Production Manager 

ANNETTE GOLLOP 
Circulation Manager 

PUBLISHED BY UNTIED ENTERTAINMENT MEDIA, INC. 
Editorial Offices: 460 Park Ave. South, 9th Floor, New York, NY 
10016-7315. Tel 212-378-0400. Fax: 212-378-2160 
Email: egmagazine@aol.com 
Subscriptions: EQ Magazine, P.O. Box 0532, Baldwin, NY 
11510. Tel: 212-378-0449. Email: circulation@psn.com 
Mide Reprints:Tel: 212-378-0438. Email reprints@pi.n.00rn 
Administrative/Saks Offices: 460 Park Ave South, 9th Floor, New 
York, NY 10016-7315. Tel: 212-378-0400. Fax: 212-378-2160 
Web Sites: Nwow.prosoundnews.com vevAv.egmog.com 

BPA 

Ime m 

EQ (1SSN 1050-7868) is pkErsled inciniiypho bye', Glide in 
Decent« Unied beio6?.te86w, 460 Pak Ave S., 9111 
R., N.Yalc, NY 10016•7315. Peireckds palm, pcid Ne«Yak, 
NY red adckeard noting arms. FC6TMAS1Eft Sed ackiress 
changes to EQ. P.O. Bea 0532, Pdckein, NY 115100532. se 
SCAPBCKS: U.S. $29.95 ix 1 yt; CANADAodd $lop.e.fcr 
surfoos; abet «Juries odd $15 pry, for surixe; AI arid $30 per 
yr. fe Aind. subscriplians which ihe U.S. rriustbe pre-Fcid 

U.S. funds-bylnernoticoalMoneyOrder, dedaciow korn bank baled in the USA Yea, 
MasterCard at Ameiccre Express. flack kg. $5 Al prcductinforrrm is subject bdIone; 
pkEsher assumes ro resporek.lity for such does AI hied maid numben and groin 
name, cue manufacturers regale-ado:de-men 
Printed in the U.S.A. United Entertainment Media 

6 SEPTEMBER 2 0 0 0 I 



__Ztge 
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There's a new sheriff in town. 
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Any analog or digital input-
24/96 mic/line/instrument 
ADAT optical, S/PDIF, or USB— 
can provide the source for an 
audio channel. Mix and match 
source signals with total 
freedom—you can even mix 
signals with different sample 
rates. And since we know 
you've got lots of gear waiting 
for a home to plug into, we 
developed our unique multi-
input electronically buffered 
channels, each of which can 
accept up to three analog 
input signals. Have three stereo 
synths? Plug ' ern all into 
channels five and six. ( We like to 
use channels seven and eight 
for plugging in multiple outboard 
effects processors. Shazaam.) 

Whether you're making tracks 
with your computer or doing a 
solo gig. a little EQ can go a 
long way toward giving your 
sound a pro edge. Each EZbus 
channel gives you super 
responsive, totally musical 
EQ—four bands worth, with 
high and low shelving plus two 
fully- parametric bands. Of 
course, you can go overboard if 
you like, but be warned—the 
EZbus's exclusive AudioAlert"' 
system will let you know if you 
exceed maximum digital levels 
and point you to the offending 
channels. ( Hey, you don't have 
to correct the problem—it's 
your right to make offensive 
sounds—so long as you don't 
still live at home.) 

Store and recall up to 32 
fully- programmable mixes. 
Create instantly recallable 
setups for solo recording into 
your computer, for multitracking 
with your MDM, for capturing 
your band's live performance. 
or for just about any spec-
ialized audio application you 
can think of. Recall them on 
the fly from the front panel, via 
foot switch, or using MIDI 
program change commands. 
Into really sophisticated 
dynamic mixes? All EZbus 
parameters are controllable 
via MIDI, so you can create 
fully automated mixes simply 
by recording your mix moves 
into your sequencer. 

Ctiàhnel 2 Compressor 
Pt t 3C k 

, 

Realtime dynamics processing 
on every channel means 
never having to worry about 
clipping that perfect vocal 
take. Make your synths 
breathe with the Expander. 
Tame your, ahem, vintage 
(okay ... old) gear with the 
Noise Gate. And since the 
full complement of dynamics 
processing is also available 
on the Main Mix bus, you 
can give your final masters 
a smooth, polished sound. 

B Pudio to PC) 
Source,: Mx' 

What could be easier than hot-
plugging the EZbus into your 
computer's USB port and 
getting your musical ideas 
recorded fast? No PCI cards to 
install. No IRQs to configure. 
No DMA channels to mess 
with. Just plug it in and go. 
(Sorry, you still have to provide 
the creativity. But we'll make 
sure that when inspiration 
does strike, the hardware won't 
get in the way.) 

nn 

Computer [Indio Recording Interface 
Software Control Surface 
Stand-Mone Digital mixer 

it e 
Because it's really (really) EZ to use. 
Because it makes getting precision 24- bit audio into 
(and out of) your computer a no-brainer. 
Because you get to control your MIDI/audio sequencing 
software with its hardware controls. 
Because it comes complete with presets for controlling said software. 
Because you can slip it into a gig bag and run your whole live show with it. 
Because it lets you do amazingly sophisticated audio processing with zero hassle. 
Because it's got a ton of gozintas and gozoutas, and you've gotta ton of things that 
need gettininta and gettinouta. 

twos Because once upon a time we took a Greyhound to see our Aunt in Cleveland. She was pretty 
far ahead of her time, having predicted the breakup of the Beatles, the birth ( and death) of disco, 
and hanging onto her vinyl collection because she had a feeling that "some day people will use records 
and turntables differently than the way we do today." 

LILES Because an audio path is a bus, and the EZbus has a ton of 'em. Fully programmable ones, at that. 
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A single button- push is all it 
— 41aflT ñforñi 

the EZbus from an Audio 
Recording Interface into a 
Control Surface. Then operate 
your favorite MIDI and audio 
software using the EZbus's 
hardware controls—even Strub 
audio tracks with the data 
wheel! ( Snftware dependent.) 
Customize the controls with 
you own command set, or use 
the convenient factory 
presets—support for major 
software programs is included. 
(Did we mention the ability to 
set and recall locate points?) 

than a Return? When it's an 
EZbus Return, of course. 
In keeping with the EZbus 
design philosophy of ultra-
flexible audio routing, the 
four Returns can accept 
audio from any EZbus 
analog or digital source. 
Those signals are then 
automatically routed to the 
Main Mix bus. So in addition 
to their traditional roles as 
effects Returns. the EZbus 
Returns provide you with four 
extra inputs to call on 
whenever you need them. 

Want to create a separate 
control room mix? Need a 
stage menitor mix that's 
different from the one you're 
sending to the front- of- house 
console? Looking for a true 
four- bus setup for multitrack 
recording? The EZbus lets you 
route any signal from any 
source—analog or digital—to 
the Main or Alternate ( or 
both) Mix buses, with full 
control over level, bus 
assignment, and in the case 
of the Main Mix, EQ and 
dynamics processing. 

Two independent S/PDIF 
outputs? Stop the madness! 
But of course there are two— 
you'll need one to handle 
signals routed to your new 
digital effects processor, 
and one for sending the full 
mix to your trusty old DAT 
recorder. ( Hey, analog 
diehards, don't worry—the 
Aux out jacks are perfectly 
fine for routing 24-bit/96kHz 
signals to your esoteric 
mastering gear. The Send 
jacks are as well. We're not 

to use.) 
about to tell YOU which ones 

PO. Box 4189 
Saida &era, CA 93140 4189 

Voce: 805-566 7771 
lax: 805 566 1171 
rnialnlolerenll on 
rom.even11..x.rn 

With four Sends, each con-
figurable pre- or post- fader, 
you can easily create monitor 
and headphone mixes, patch 
into your outboard effects, and 
more. Sends can be routed to 
analog or digital outputs—even 
to USB—so interfacing with all 
your gear, old or new, is a snap. 

nr +, 

You've just played your best 
gig ever. Thank goodness the 
performance was captured 
on your MDM by routing the 
individual EZbus channel 
outputs to it via a single 
optical cable. All you need to 
do now is mix the tracks to 
stereo ( using the EZbus, 
naturally) and burn a CD to 
sell at your next show! ( Yes, 
the optical outputs can also 
be used for Send and Mix 
signals. Whet, you think we'd 
limit you now?) 

Edj 
1111', 11111H10 

the 
IIEZLitils-glet on it 
Only s849 111SRP [We're not even charging for the smile it will bring to your face.) 
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REWRITING HISTORY 
I'm rather mystified by some of the 
historical data propounded by Bruce 
Swedien and his interviewer (July 2000) re-
garding his recording session in Havana. 

The article states that the EGREM stu-
dio is "where all the great Cuban record-
ings have been made," and that it has been 
the "number one recording studio in Ha-
vana since the 1940s." That cannot be pos-
sible. EGREM (Empresa de Grabaciones y 
Ediciones Musicales) was not formed by 
the Cuban government until 1965. The 
recording studio they built was renowned 
for rotten acoustics, namely an emphasis 
in the 3 kHz region that made the violins 
of the charanga bands too prominent. 

Now, if Swedien fell in love with the 
acoustics of the room in which he worked, 
either the old acoustics problem has 
been solved or he worked in EGREM's new 
studio in the "fashionable" Mirimar dis-
trict. Moreover, prior to the advent of 
EGREM's ill-fated studio, virtually all 
Cuban recordings were made in radio sta-
tions, particularly Radio Progreso, where 
recordings were mixed on old RCA radio 
broadcast consolettes and cut direct on 
RCA 73B disc cutters until Ampex tape 
recorders came along. All of the Cuban 
recording dates of RCA Victor's great 
artists were recorded thusly, unless they 
were done live onstage somewhere, or in 
Mexican recording studios. 

How do I know all this? We are one 
of the world's leading publishers of 
Cuban music and represent hundreds of 
songs originally in the EGREM reperto-
ry. I've been to Cuba innumerable times 

both before and after the arrival of Fi-
del. 

Oliver Berliner 
Gramophone/Hall of Fame Music Co. 

via fax 

IT'S A MYSTERY 
In the July 2000 issue of eQ, the Bruce Swe-
dien article contains a picture of the "Wes 
Dooley recreation of the RCA 44BX," called 
the AEA 445C. However, it isn't mentioned 
what company makes this microphone, or 
what the letters "AEA" stand for; thus 
there's no way to contact this company. 
Can you enlighten me about this? 

James Gruft 
via e-mail 

[Audio Engineering Associates, manu-
facturer of the AEA 445C microphone, 
can be reached at 1029 N. Allen Ave., 
Pasadena, CA 91104. Tel: 626-798-9128. 
Web: www. wesdoo ley. corn .] 

WE MISSED THAT CLASS 
Regarding the Focusrite ISA430 [July 
20001: I enjoyed [Mitch Gallagher's] re-
view and found it most informative. It's 
probably more information than I could 
absorb, but the box certainly goes to the 
top of my wish list. 

In the sidebar "ISA430 Digital Op-
tion," you employ in sentence structure 
a mistake that I find more and more 
prevalent these days. You state, "A 
front-panel switch selects between in-
ternal clock, external clock, and external 
Super Clock..." Actually, you select "be-
tween" one thing or another, you select 
"among" three or more things. I mention 
it because the thought was initially con-
fusing — before you accuse me of being 
some sort of techno-snot, let me just say 
that since your grasp of recording seems 
every bit as thorough as your writing, I 
thought maybe you'd like to know. 

Walt Kraemer 
via e-mail 

[Mitch Gallagher replies: "Feel free to 
choose between (or is it among?) the fol-
lowing responses: 

1. In every issue, I try to include at 
least one text-editing error for the ben-
efit of readers who have too much time 
on their hands. 

2. As editor ofEQ magazine, I'm of-
ficially empowered to change the laws of 
sentence structure. You'll be seeing more 
of these 'corrections' in the future. 

3. It was, uh, managing editor Tony 
Savona's fault.") 

ON THE DELTA 
I was pleasantly excited to read the article 
in the August 2000 issue reviewing the 
Delta 1010 by MidiMan (M Audio). Craig 
Anderton gave this audio interface card the 
visibility it deserves. I recently built up a PC 
using two of these interfaces for 16 chan-
nels [of I/01, and I have been more than 
pleased with the system's performance. 

The reason Craig didn't see the 
peak indicators he expected was most 
likely because they belong on the con-
sole, not the recorder. 

If you're looking for a digital 
recording solution, the Delta 1010 in-
terface is definitely worth looking into. 
With a street price of $700 ($800 with a 
software bundle), it's the cheapest 
eight-channel card of its class on the 
market. Thanks, EQ and Craig, for giv-
ing it exposure. 

James Lloyd 
via e-mail 

[Craig Anderton replies: "Thanks for the 
comments. The reason I mentioned the 
peak indicators is because the 1010 also 
seems a likely candidate for digital mixing 
and under those circumstances, it would 
be helpful to know if signals coming into 
the interface are clipping. However, I'm 
sure the vast majority of 1010's end up as 
the 'front end" for recording software, 
where, as you correctly observe, peak in-
dicators would be redundant.", 

CORRECTIONS 
Sometimes, when things are slow here at EQ, we indulge in various casual hobbies, 
such as Bio-Topological Manipulation (BTM). In the August issue, we made 
public the miraculous results of one such manipulation, and no one even saw fit to 
compliment us on it. (Sometimes we wonder, why do we bother?) The miracle in 
question? We managed, through extreme efforts, to physically morph Craig Anderton 
into Roger Nichols — yes, it's true! Fortunately, a photographer was on hand and 
snapped a shot as proof, which we then ran with Craig's "Industry Insider" column. 

Craig's relatives complained that the change made their family portraits ob-
solete, so we relented and morphed him back. Endless apologies to all concerned... 
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APOGEE DIGITAL. 

Alan Meyerson shows off the AD-8000s at Media Ventures' facility in Santa Monica, CA. 

EIGHT CHANNELS OF THE HIGHEST QUALITY CONVERSION. 

MULTIPLE OPTIONAL INTERFACES INCLUDING PRO TOOLS, 

ADAT, TDIF. SDIF-II, SSL, AES/EBU. OPTIONAL VIDEO SYNC. 
AND AN INCREDIBLE SOUND. AT YOUR AUTHORIZED DEALER. 

APOGEE'S AD-8000. 
ENHANCED AD-8000 SPECIAL EDITION ALSO AVAILABLE. 

•Mfflileke l 
PSX-100 2-CHANNEL ROSETTA 2-CH AID 

96 kHz A/D-D/A 44.1/48 & 44.1-96 kHz 

"EVERYTHING I DO IN THE STUDIO GOES 

THROUGH APOGEE AD-8000s. 

IT JUST DOESN'T MAKE SENSE 

NOT TO USE THEM.-

Independent scoring mixer ALAN MEYERSON 

works with leading film music composers including 

Academy Award- winner HANS ZIMMER. 

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

maintain the highest audio quality for the music of such 

major motion pictures as Gladiator, The Thin Red Line, 

End of Days and The Road to El Dorado. 

•ij 
MEDIA & CABLE 
PRODUCTS 

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

MEDIA VENTURES 
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E Q & A 

ON THE BOARDS 
GOOD BRASS MICS 

Any suggestions for a good mic to record 
brass? I have to record trumpet and 
trombone. —ricoyeah 

I just recorded a 13-piece brass section 
and used Sony C37A's on the trumpets, 
Coles mics on the 'bones, and an RCA 
44 on the bass trombone. I ended up us-
ing one mic for each of the 13 players. 
At first I thought this was overkill, 
since the majority of my experience 
came from recording brass with a full 
orchestra where I would use one or two 
mics for each section. I found that us-
ing individual mics for each player al-
lowed the arranger and I to make sure 
the blend was captured as written. I 
then decided to sum those mics down 
to only six tracks consisting of mono 
trumpets, mono 'bones, stereo saxes, 
and a stereo room. 

Whenever possible, I try to commit 
to a sound and leave the regrets and 
abundance of choices behind me. I 
took an unconventional approach to the 
positioning of the players and a lot of the 
veterans looked at me as if I didn't know 
what the hell I was doing. I stood my 
ground and experimented using a setup 
that they weren't used to, and the results 
impressed everyone — including myself 
(rarely does this happen). —Dave Reitzas 

Coles 4038 on trumpets, hands-
down. U 67's or Coles on trombones. 

AP"  

Ed Cherney George Massenburg 

Love Dave's use of C37's. I used to use 
them a lot. I remember in particular us-
ing them on the road with Earth Wind & 
Fire on the drum set that went up in the 
air. They were bolted down, of course. — 
George Massenburg 

DAVE REITZAS 
ON MIXING MAGIC 
Dave, you mixed Madonna's Ray of 
Light, right? The first song ["Drowned 
World"] sounds pretty amazing; the low 
end is incredible. Did you use something 
to "fix" the bass, or is it the pure sound 
from Mr. Orbit's synthesizer, or is it the 
mastering? Also the voice quality is 
coming from Mars... mic and preamp, 
please. — ricoyeah 

I'm always willing and glad to con-
tribute what I can to these forums, and 
I must say that I learn a lot from them 
myself. Re: "Drowned World" — thanks 
for your compliments. That's my fa-
vorite track for many reasons, and you 
might be surprised to know that it's a 
rough mix that was laid down to DAT at 
the completion of the last overdub. This 
was a track that we were playing for the 
"visitors" that came by the studio even 
before we started mixing. The response 
was so overwhelming that a "mix" 
seemed unnecessary. The final mix 
you hear on the record is as it was 
tracked. Hats off to William Orbit and 
Madonna for their genius. I have 

'V • 

Roger Nichols Al Kooper 

learned so many things from them. The 
vocal was tracked through a (Neu-
mann) U 47 to an N.T.I. PreQ3, to an 
N.T.I. EQ3, and then to a TubeTech 
CL1B. The vocal processing for the 
rough included a Spatializer to bring it 
more into your face. —Dave Reitzas 

Dave, this is the second time I've heard 
that one of your rough mixes was used 
as a master. The other being Whitney's 
"I Will Always Love You." What gives 
with you getting out of doing three- and 
four-day mixes? How do I get to do that? 
(I know the answer already, dammit....) 
—George Massenburg 

George, it's actually the third. The 
second was a song called "You'll See," 
which was also for Madonna. All I can 
say is that all three of those mixes were 
purely from the heart, with little brain 
involved. I was able to be in that posi-
tion only because there was no pres-
sure to deliver the "final" mix. I also felt 
that the rough mix that I delivered to 
my client should make them say, 
"Whoa, this sounds killer!" Every sub-
sequent time that I've tried to make a 
rough become the master I have failed. 
I have only been successful when I was 
able to eliminate the external demand 
and just focus on the beauty of the mu-
sic and the talent of the artist. I'm a be-
liever that if you are in the position to 
record the tracks in the presence of the 
artist and producer, you are at an 

ONLINE STUDIO COMMUNITY 
W WW.EQM A G.00 M 

FEATURING: ED CHERNEY • DAVID FRANGIONI • GEORGE MASSENBURG • AL KOOPER • ROGER NICHOLS 
GET YOUR QUESTIONS ANSWERED BY THOSE WHO KNOW. TALK WITH YOUR PEERS. LOG ON TODAY. 
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WHY BUY GEAR 
AT SWEET WATERS 
YOUR SOURCE FOR 

RECORDING 

MONITORS 

GUITARS 

KEYBOARDS 

AMPLIFIERS 

PRO AUDIO 

AND MORE 
\ 
ezese 
\stt. 
skli> 

eep 

d e.e., • • 

"The only place I will buy gear from 
anymore — forget " music stores". 

Sweetwater has changed the way 
I think about purchasing equip-

ment." Jon Wolfson 

"What a totally 'class' 
operation you guys are. 
Sweetwater treats us like 
valued clients, like profes-
sionals, and like friends." 
Tim Snyder 

"What a GREAT web site! 
I'm amazed. I've actually 
been able to find what I 

needed, without spending 
great gobs of time to do it." 

Jack Jacobsen 

"I only buy new equipment 
from Sweetwater. The level of 

customer service is the reason I 
have stayed with Sweetwater over 

the past 5 years." Chris Hultz 

"Thanks again for making this such a plea-
surable sales experience. As far as I'm con-

s cerned, you've EARNED a customer for life. For 
all of our future audio needs, Sweetwater will 

be my first and only call." Nevin Davidson 
• 

• e eyY "Best service of any mailorder company I have 
tried." Dan Graybill 

• 
,111' 

1 
- • 

"Thank you for your extremely informative inSync 
Newsletter and other valuable time and cost saving 

references. Your services...provide a bridge to help pro-
fessionals in the industry to up-date and keep abreast 
on a weekly basis." Chris Mar 

"You guys are 'the' pro's (and I live in ' Music City')." 
Denny Elliott 

"You guys never cease to amaze me, your staff is so knowl-
edgeable and helpful and it's always a pleasure dealing with 
you folks. Thanks!" Craig De/Casino 

(219) 432-8176 FAX (219) 432-1758 é salesitsweetwatercom • 5335 Bass Road • Fort Wayne, IN 46808 
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E Q & A 

dynaudio 
II I T•S THERE - VT./ I E KNOW UT 

NEW ON THE BOARDS 
EQ Studio TAM columnist and frequent Conti Rink,' David Frangioni has 
joined the Boards Tog on to www.equiag.cum to pick his brain or just say hi. 

advantage by being able to learn their 
likes and dislikes about a track. This 
makes a spontaneous rough mix shine 
much brighter than a polished final 
mix. 

I might have had more rough mix-
es as final mixes except that the roughs 
were done prior to the crucial overdubs, 
rendering them useless. Of course, I of-
ten find myself in the "beat the rough" 
seat, and it's nearly impossible to du-
plicate that magic. Oh well, sometimes 
you get it and sometimes you don't. 
Lately I find my calls for work contain 
mix jobs in which I am taking another 
crack at a song that's already been 
mixed and, at the same time, I know 
there are mixers that are hired to remix 
a song that I had already mixed. This is 
very commonplace these days, and the 
best defense for me is to do the absolute 
best mix I am capable of doing and to 
leave my ego at rest. I do have confi-
dence in my abilities and I'm very 
aware that we work in a subjective busi-
ness. He (or she) who has the most pow-
er makes the rules. I would have never 
released "I Will Always Love You" if I 
had the power to say so, given its 
buzzes and the vocal being way too 
loud. But, in retrospect, I was wrong. 
People loved that record for Whitney 
and her performance. I happened to be 
the engineer pushing faders at the time 
of her brilliance. 

In conclusion, I add that this is a 
job for me, to have fun making records 
— not waiting to see how a record does 
after it is released. Of course, I hope the 
records I make are the records you want 
to hear, but, if not, then I'm on to the 
next. I love what I do, I could do it for-
ever, and I'm grateful that talented 
performers hire me to share my talents! 
—Dave Reitzas 

DRUM PLACEMENT 
Before I was in a band [Flying Burrito 
Brothers], I was guitarist for producer 
Jimmy Bowen in L.A. Bowen used to tell 
me he always mixed his drums as if the 
listener was sitting behind the set. Where 
do you place them? I mix it up quite a bit 
depending on the studio and assistant 
engineer, but I'm interested in how oth-
ers might do it. —John Beland 

14 

I think this is a religious issue. I gener-
ally will pan drums from the drummer's 
perspective, I think it makes drummers 
happy and doesn't seem to cause any 
problems otherwise. —mp 

For the first few years, I mixed drums 
from the drummer's perspective. I used 
to think I could play drums, and Stevie 
Wonder records were like that. But I got 
over it. Somewhere along the line, I took 
the philosophical approach that the 
record listener should have the best seat 
in the house, witnessing the record as if 
the band was performing in front of 
them. So I turned it around and have 
been mixing drums from audience per-
spective ever since. If the hi-hat's on the 
right (audience perspective), I'll put the 
shaker or other complementary per-
cussive track opposite on the left side for 
some interplay, as it makes it more au-
dible, etc. —dc 

I usually go with audience perspective, 
unless my producer is a drummer (I 
just did that for a record that I mixed 
for James Stroud). It really doesn't mat-
ter; it's just personal preference. I 
keep trying to put all of the drums on 
one side or another, but it never 
works...at least not yet, but I'll keep try-
ing. — Ed Cherney 

How about panning the drums normal 
and putting the room mic on an au-
topan? Or the kick on the left and snare 
on the right? —alphajerk 

I once put an autopan on a very com-
pressed mic in front of the kit. Made the 
autopan move in sixteenth's...it was in-
deed a very funky effect, and gave the 
kit an amazing stereo spread while 
enhancing the groove. — Oli P 

ASK US 
Send your questions to: 

EQMagazine • Editorial Offices 
460 Park Ave. South, 9th Floor 

New York, NY 10016 
Fax: 212-378-2160 

E-mail: EQMagazine@aol.com 
Web: www.eqmag.com  
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WHERE TO FIND YOUR LOCAL 
DEALER : 

CA; BURBANK. PROJECT ONE AV 
PRONE: +1 818 753 8273 

CA; HOLLYWOOD, COAST RECORDING 
PHONE: + 1 323 462 6058 

CA; HOLLYWOOD, PROJECT ONE AV 

PHONE +1 818 753 8273 

CA; HOLLYWOOD, SAM ASH 

PHONE: +1 323 654 4922 

CA; OAKLAND, LEO'S PRO AUDIO 
PHONE: +1 510 652 1553 

CA; SAN FRANCISCO, AUDIO IMAGES CORP. 
PHONE: +1 415 957 9131 

CO; BOULDER, WIND OVER THE EARTH 
PHONE +1 303 443 9822 

FL; MIAMI, HARRIS AUDIO 
PHONE: +1 305 944 4448 

FL; ORLANDO, MAGIC AUDIO 

PHONE: +1 407 649 6402 

GA; NORCROSS, NATIONAL SOUND & VIDEO 
PHONE: +1 770 447 0101 

IL; NORTHFIELD, GAND MUSIC & SOUND 
PHONE: +1 814 7446 4263 

MA; ROCKLAND, PROFESSIONAL AUDIO DESIGN 

PHONE: +1 781 982 2600 

MD; BALTIMORE, MARYLAND SOUND & IMAGE 
PHONE: +1 410 448 1468 

MD; WHEATON, WASHINGTON PROFESSIONAL SYS-
TEMS 
PHONE: +1 301 942 6800 

MO; CARROLTON, OZARK PRO AUDIO 

PHONE: +1 660 542 0844 

NJ; EDGEWATER, K& A AUDIO 

PHONE: + 1 201 945 3313 

NV; RENO, STARSOUND AUDIO INC. 
PHONE: +1 702 331 1010 

NY; NEW YORK, DALE PRO AUDIO 
PHONE: +1 212 475 1124 

NY; NEW YORK, MANNY'S MUSIC 
PHONE: +1 212 819 0576 

NY; NEW YORK, SAM ASH PRO 
PHONE: +1 212 586 1100 

OH; CINCINNATI, ICB AUDIO CO. 
PHONE: +1 513 772 5173 

PA; BRYN MAWR, MEDLEY MUSIC 
PHONE: +1 610 527 3090 

PA; BRYN MAWR, PLANET MEDLEY 
PHONE: +1 610 526 1690 

TN; NASHVILLE, PRIMAL GEAR 
PHONE: +1 615 248 0007 

TX; DALLAS, STUDIO TECH SUPPLY 

PHONE: +1 214 358 0050 

WA; OLYMPIA, BAYVIEW PRO AUDIO 
PHONE: +1 360 753 3862 

WA; SEATTLE, PACIFIC PRO AUDIO 
PHONE: +1 206 264 9386 

IC ELECTRONIC INC 
742-A HAMPSHIRE ROAD 

WESTLAKE VILLAGE CA 91361 USA 

PHONE : (805) 373 1828 - FAX: (805) 379 2648 

INFOUS@DYNAUDIOACOUSTICS.COM 

WWW.DYNALIDIOACOUSTICS.COM 



NEARFIELD MONITOR 

THE DETAIL 

Strong vision helps The Great Horned Owl navigate through 
the woods at night. Although it is dark, it will see even the 
smallest details clearly. It knows this and trusts its senses 
100%. So should engineers. This is why Dynaudio Acoustics 
monitors provide the transparency and details you need to 
judge audio - if it's there you will know it! 

THE LUG PICTURE 

The BM6A delivers a punchy, accuratc and transparent 

sound for the demanding engineer. It is suited for every 
aspect of audio engineering and reproduction including 
music, broadcast, post production, stereo and 5.1 set-ups. 

• Linear phase and frequency response, 41Hz - 21kHz 

• Dynamic linearity, same response at low and high levels 

• 28mm soft dome tweeter with long aluminium voicecoil 

• 175mm magnesium silicate impregnated polypropylene 
woofer with a large 75mm aluminium voice coil 

• Bi-amplified (Dual 100W amp) 

• Adjustable LF and HF trim 

• Slow attack optical HF limiter 

• True Clip indicator LED 

Dynaudio Acoustics monitors utilize innovative and 
proprietary driver technology, which ensures exceptional 

dynamic capabilities, ultra low distortion and high 
power handling. A fine array of monitors ranging from 

small nearfields to big main-systems, active or passive, 
ensures the right solution for your application. 

For more details contact your dealer today or visit 

www.dynaudioacoustics.dk 
For a Free demonstration of any Dynaudio product in 

your studio, please call 1-800-518-4546 

clynaucli cousties 
IF IT S THERE YOU'LL KNOW IT 
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TC ELECTRONIC A/S sINIDALSVEJ 34 • 8240 RISSKOV DENMARK PHONE: + 45 8742 7000 • FAX: + 45 8742 7010 

TC ELECTRONIC INC . 742-A HAMPSHIRE ROAD • WESTLAKE VILLAGE CA 91361 . USA - PHONE: (805) 373 1828 FAX: (805) 379 2648 
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Roland's most powerful synthesizer/sample player in history 

o 128 voices/32-part multitimbral operation 
O Over 1,200 factory patches 

O Load up to 128MB of Roland, Akai®, .wav and AIFF samples 

o 5 effects processors w/ 90 algorithms: 24- bit reverbs, 

COSM"' modeling, remix effects, RSS'm 3D effects and more 

o 8 24-bit analog outs w/ EQ; 2 S/PDIF outs; R-BUS 8-ch. digital out 
• 4 SRX expansion slots and 4 SR-JV80 expansion slots 

O SmartMedia* patch and sample storage 

O Built-in SCSI and word clock input 

O New Matrix Modulation 

Roland XV SOSO es VOICES 8x EXPANSION/5 
17, -ch= 1 tIF 

VOLUME 
I 1 

• 

MIN ' 
(P(JSH) PHRASE PREVIEW 



()The Ultimate. 

kIVIPLE PLAYBACK veluE 

1Ftisli) 
soeusT 

DEC 

Synthesizer/Sample Playback Module 
www.rotandus.com Faxback Information: (323) 890-3780 doc. 410419 

'SmartMedia is a trademark of Toshiba Corporation, Akai is a registered trademark of Akai Electric Co., Ltd. 
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FIRST LOOK 
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Macworld NY 2000 
BY MIKAIL GRAHAM 

Not that long ago, many of us were won-
dering if Apple would even be around for an-
other Macworld, but with the phenomenal 
success that the iMac, G4, and ultra-cool 

PowerBoolcs have brought, it's clear the Mac 
is back. Apple's commitment to music was 
loud and clear at the second annual Mac-
world Music &Audio Showcase part of Mac-
world. Music and audio-related companies 
exhibiting at the show included Adaptec, 
Beatnik, BitHeadz, Cakewalk, Digidesign, 
Magma, Marathon, MOTU, MusicMatch, 

SoftAcoustik, SRS Labs, Steinberg, Telex, and 
others. Product demos were in full swing 
while a wide range of performers jammed 
on stage live with their Macs to the delight 
of the grooving Macworld attendees. 

THE CUBE 
Hang on to your desktops and prepare to be 
assimilated — trust me, resistance is futile. 
At Macworld New York, Apple unveiled the 
Cube. A Borg-like eight-inch square about 10 
inches high equipped with a 450 MHz G4 
processor, FireWire and USB ports (two 
each), 64 MB of RAM (expandable to 1.5 
gigs!), 16 MB of VRAM, 20 GB hard drive, 
DVD/CD, Airport card slot, cool new optical 

mouse, new keyboard, a single monitor ca-
ble/connector for both power and video, a 
pair of Harmon Kardon USB speakers, and 
no fan (making it virtually silent), all for just 
$1,795. Perhaps the world's first true desk-
top computer, it's so darn cool that I want 
one and don't even need it! The only snag is 
the lack of analog I/O or PCI slots — you'll 
need a USB or FireWire audio interface. 

MULTI-PROCESSOR G4 
Apple also introduced MP (multi-processor) 
G4 computers with two 450 MHz or two 500 
MHz CPU's at the same price as the origi-
nal single-CPU G4. Aside from the multiple 
processors, the new machines are very sim-
ilar to the "gray-and-white" G4's that Apple 
has been shipping for some time. 

Software manufacturers were un-
derstandably very happy to see the pow-
er offered by the new computers, and 
many have already begun updating their 

programs to take advantage of the mul-
tiple processors. According to Jim Coop-
er of MOTU, "With Apple's [multi-proces-

sor] G4 Power Macs, native audio has 
truly arrived." 

Apple G4 Multi-Processor Power Macintosh 
What is it? A personal computer sporting two 450 MHz or two 500 MHz CPUs. 

Who needs it? Once software has been updated to take advantage of it, anyone running native digital audio 

programs — especially those using large numbers of plug-in processors. 

Why is it a big deal? The most raw processing power ever offered in a personal computer. 

Special notes: Companies such as BitHeadz, Steinberg, MOTU, and others are promising multi-processor support soon. 

Shipping: Now 

Suggested retail price: Depends on configuration; prices for stock factory configurations start at 52,499. 

Contact: For more information contact Apple Computers at 800-692-7753 or visit www.apple.com. 
Circle E0 free lit. # 101. 

OTHER HIGHLIGHTS 
• BitHeadz announced their new Phrazer 
software (available Q3, 2000), which is be-
ing touted as Acid (Sonic Foundry) for the 
Mac. I, for one, can't wait to try it. 

• Creative was showing their new No-
mad series of MP3 players, including a Juke-

box model that stores over 100 hours of 
compressed CD audio, or a phenomenal 
2,600 hours of spoken word. It runs for 3-4 
hours on four AA's, it has a cool rehearse 

mode that lets you speed audio up/down, 
it's software updateable, and it's about the 
size of a portable Discman ($499). 

• I-JAM Multimedia was showing 

their new series of MP3 players, one of 
which is a combo MP3 /CD player that can 
hold up to 10 hours of MP3 audio. 

• Harman Multimedia introduced 
their new SoundSticks/iSub combo 
— a $199 set of USB speakers 
that look and sound great. 

• Power On Soft-
ware was showing 
Rewind, a new app 
said to keep track of 
all changes made 
to your Mac, so you 
can just rewind 
your hard drive(s) 
to when things 
were still working 
if you're having 
problems after in-
stalling the latest 
OS or a new pro-
gram. (Shipping 
Q4, 2000.) 

• Onadime 
was previewing 
their Player/ 
Composer se-
ries of video art 

sequencers that respond to mouse or au-
dio/MIDI input. I saw it in action and ac-
tually played it live myself, interacting with 
one of the many music acts on stage at the 
Apple Music & Audio Showcase. Pretty 
cool! Check out the free demo at 
www.onadime.com. 

• SeaSound had their new PCI-based 
Solo Expander 8x8 I/O on display for $429. 

• TC Works was giving demos of their 
new VST instrument, Mercury- 1, a 

Mac/PC monophonic synth with four en-
gines, each of which has dual oscillators 
and an additional sub-oscillator. IS 
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Clean up 
muddy 
bass with 

VOB 
Technology 

--- Only from EV! 
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Other microphones have bass that's aownrigt it filthy. 

They simply can't compare to "I/DYAir microphones 

with EV's new Vocally-Optimized Bass (VOB ') Technology. 

VOB' gives musicians and sound engineers clear vuuals to 

"cut through the mix" and deliver spotless sound. 
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VOB Technology is only available in 122 /DYfrr microphones. 
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• • • With three VOB models to choose from (N/D767, N/D267 and 

N/D478), you'll find the_perfect vocal or universal microphone for 

squeaky-clean bass and genuine sound. 

Ey 
EVERYWHERE 

For more informa 
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FIRST LOOK 

Kind OfLoud Technologies 
SmarKode Pro 

BY STEVE LA CERRA 

Along with the rising popularity of sur-
round sound audio over the past several 
years, you may have noticed the 
increased availability of processors 
designed specifically for multichannel 
audio mixing. While some surround 
processors have been introduced in the 
traditional hardware format, Kind Of 
Loud Technologies has concentrated 
their efforts in surround sound software 
development — specifically in the form of 
plug-ins for Digidesign's Pro Tools. The 
company's RealVerb 5.1 surround reverb 
for Pro Tools was the first surround 
sound reverb on the market in any form 
— hardware or software. Additionally, 
Kind Of Loud Technologies has intro-
duced a bass management plug-in called 
Woofie, a monitoring and calibration 
plug-in known as Tweetie, and a discrete 
5.1 surround panning plug-in called 
SmartPan Pro. Therefore it was a natur-
al progression for Kind Of Loud Tech-
nologies to develop their latest surround 
sound-related product, SmartCode Pro. 

Combined with the previously men-
tioned surround audio plug-ins, Smart-
Code Pro completes a suite of surround 
audio production tools for Pro Tools 
users. SmartCode Pro is the first sur-
round sound encoding plug-in for Pro 
Tools, available in versions for encoding 
for Dolby Digital and DTS formats (which 
are the two most popular surround for-
mats). Both versions of SmartCode Pro 
run under AudioSuite, allowing users to 
preview their 5.1 surround mixes in real 
time, and then encode their mix to cre-
ate a six-channel surround master. 

Kind Of Loud Technologies is of-
fering two versions of the DTS encoder. 
The first provides encoding for both 
DVD and CD bit rates, while the second 
version is for CD format only. In con-
junction with a standard disc burner, 
the CD-only version will allow creation 
of CDs in the DTS format, providing an 
inexpensive way for people to print sur-
round-mixed CDs for their own use — 
such as taking a mix home from the stu-
dio to hear what it sounds like in the liv-
ing room (much like we already do with 

stereo CDs after a mix session). Discs 
created in SmartCode Pro may be 
played back via a DVD player or via a 
standard "Red Book" CD player with a 
digital output (in either case, a DTS de-

single bit stream, and then writes the 
stream to a single file. After the encod-
ing process is complete, SmartCode Pro 
offers an option for replacing the six se-
lected audio tracks in Pro Tools with a 

Kind Of Loud Technologies SmartCode Pro Plug-In 
What is it? A plug in for Digidesign Pro Tools that facilitates surround sound mixing and encoding for 

Dolby Digital and DTS surround formats. 

Who needs it? Anyone who wants to create a 5.1 mix in Pro Tools and burn a surround-encoded CD or DVD. 

Why is it a big deal? SmartCode Pro is the first surround encoding plug-in for Pro Tools. 

Special notes: SmartCode Pro/DTS CD- Only provides an alternative to those who wish to burn only DTS 

surround-encoded CDs. 

Shipping: Q4, 2000. 

Suggested retail price: SmartCode Pro/Dolby Digital: S995 SmartCode Pro/DTS DVD/CD: S1,995; SmartCode Pro/DTS 

CD- Only, IBA 

Contact: For more information, contact Kind Of Loud Technologies at 831-466-3737 or visit 

www.kindofloud.com. Circle EQ free lit. F102. 

coder is required). 
Both the Dolby Digital and the DTS 

SmartCode Pro AudioSuite plug- ins 
function within Pro Tools in a similar 
manner. Mixing of a surround sound 
project proceeds within Pro Tools on six 
tracks. SmartCode provides a track 
configuration editor that allows you to 
map each Pro Tools 
track to its corre-
sponding surround 
channel. The track 
configuration editor 
defaults to left, right, 
center, low-frequen-
cy, left- surround, 
and right-surround 
channels (this is cur-
rently the most 
prevalent channel 
ordering standard). 

Once the mix-
ing process is com-
plete, the user se-
lects the six tracks to 
be encoded, and hits 
the "process" but-
ton on the Audio-
Suite graphic inter-
face. At this point, 
SmartCode encodes 
the six channels to a 

decoded version of the bit stream tile — 
so you can compare to ensure the en-
code/decode process didn't produce 
audible anomalies. Since the encoded 
bit stream masquerades as Red Book au-
dio data, most popular CD-burning 
programs may be used to write sur-
round-encoded CDs. US 
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HD1124/96. MACKIE'S NEW 24 TRACK RECORDER. 
WORKS WITH ANY MIXER. NO EXTRA n-
COMPUTER OR SOFTWARE NEEDED. 
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HDR24/96 editing features include: 
8 takes per track with nondestructive comping, nondestruc-
tive cut/copy/ paste of tracks, regions or super-regions, 
drag- and- drop fades & crossfades, lx/2x/4x/8x/24x wave-

form views, bidirectional cursor 
scrub and unlimited locators 
and loops... with unlimited 
undos — but without requiring 

•11.1 an external computer! Coming 
soon: DSP time çompression/ 

expansion, true waveform editing with pencil tool, invert, 
pitch shift, normalize and much, much more. 

• Built-in 20-gig Ultra- DMA hard disk plus front panel 
bay for additional easily available pullout drives 

• Intuitive analog tape deck interface and monitoring 

• Syncs to SMPTE, MIDI, Black Burst, PAL & NTSC with-
out extra cards 

• Unlimited HDR24/96 linking! Sync 48, 72, 96, 128 or 
more tracks sample accurately 

• 96kHz recording via software and new PDI • 96 1/0 

• Digital 8 • Bus I/O cards — mix and match! 

é 3.5- inch disk drive for software upgrades & tempo 
map importing 

• 24 tracks...24-bits 

• Built-in full-feature digital 
workstation editing 

• Affordable pull-out media 

• Built-in SVGA, mouse & 
keyboard ports 

• Built-in 100BaseT Ethernet 

New hard disk recorders are 
popping up all over the place. 
Our new HDR24/96 is the 

only recorder with built-in 
nondestructive graphic wave-
form editing. Just plug in a 
mouse, keyboard and SVGA 
monitor to view all recorder 
parameters on screen in real 
time. Enjoy complete editing 
control with unlimited levels 
of undo, drag-and-drop cross-
fades with 9 preset com-
binations plus facle/crossfade 
editor. And look forward to 
DSP time compression/ 
expansion, pitch shift and 
lots more! 

The HDR24/96 was the only 
recorder that uses pull out 
Ultra-DMA hard drives, so 
affordable that you can keep 
one for each project—over 90 
minutes of 24-track recording 
time costs less than a reel of 
2- inch tape! 

Call or visit our website 
for preliminary info on 
the new HDR24/96. 
Shipping soon from 
Mackie Digital Systems. 

• Fast Ethernet port built-in 

• Remotes available. WIC 
17/ re 711L 

www.mackie.com 800/258-6883 
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FIRST LOOK 

eogee Electronics Trak2 
Freon*lifier/Conversion System 

BY STEVE LA CERRA 

At the summer NAMM show in Nashville, 
Apogee Electronics introduced the new 
Trak2, a two-channel microphone preamp 
and digital audio conversion system. In-
tended for use with digital multitrack 
tape recorders as well as computer-based 
workstations, the Trak2 lives in a single 
rackspace and features high-resolution 
analog- to-digital conversion, Apogee's 
new UV22HR bit-reduction technology, 
and a total of three expansion slots. The 
Trak2 can accept mic-, line-, or instrument-
level signals, and can output digital audio 
in just about any format you might require. 

The Tralc2's front-panel LCD pro-
vides information about each channel's 
status, including input select, phantom 
power, low-pass filter, insert, and matrix 
routing. LED bar meters indicate signal 
level for each channel, with variable bal-
listics for average, fast-peak, two-second, 
or infinite- hold modes. Signal " over" in-
dication may be adjusted between one 
and four consecutive full-scale words. 
Cursor controls and a data wheel are 

included for front-panel data entry, 
while programmable "quick keys" allow 
instant access to four frequently used 
functions. I/0 routing presets may be 
saved and recalled for quick setup. 

At the front end of the Trak2 is a pair 
of discrete, solid-state microphone pre-
amplifiers, each with three input jacks. 
Front-panel Neutrik Combo connectors 
accept and automatically configure for 

mic-level or high-impedance instrument-
level signals. One set of rear-panel XLR 
jacks accommodates mic-level signals, and 
a second set accepts balanced or unbal-
anced, +4 dBu or —10 dBv, line-level audio 
input. Each channel of the Trak2 has a ful-
ly balanced audio path with a maximum 
gain of 90 dB, user-definable gain steps, 
20-dB pad, +48-volt phantom power, sig-
nal polarity reverse, and high-pass filter 

Apogee Trak2 
What is it? A two-channel mic/line preamp with integral analog-to- digital conversion 

Who needs it? Any studio requiring high-quality mic preamplification and AID conversion as a front end for 

a digital recorder 

Why is it a big deal? Trak2 features Apogee's renowned conversion technology in addition to high-quality mic pres. 

Special notes: The Trak2 accommodates Apogee's MMus expansion cards, making it able to interface with 

a variety of digital audio protocols. 

Shipping: September, 2000. 

Suggested retail price: S3,995 

Contact: For more information contact Apogee at 310-915-1000 or visit 

Circle ED free lit. # 103. 
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with 40 or 90 Hz corner frequency. Also 
found on the rear panel is a pair of bal-
anced XLR "send" outputs, which can 
drive balanced or unbalanced inputs 
with up to +28 dBu of gain. Beside acting 
as a traditional analog output for the mic 
pre, the send — which is always active — 
may be used in conjunction with the line 
input as an insert point. 

Since the line input is pre analog-to-
digital converter, you could, for example, 
patch the send out to a compressor in-
put, then the compressor output to the 
line input — allowing the line input to 
function as an insert return. 

Directly following the analog input 
stage is Apogee's analog- to-digital con-
version circuitry. Audio is sampled with 
24- bit word length for a dynamic range 
exceeding 117 dB. Output sample rates 
of 44.1, 48, 88.2, and 96 kHz ate sup-
ported. Included in the conversion are 
Apogee's proprietary Soft Limit (for 
maximizing recording level while elim-
inating " overs") and Soft Saturate (which 
simulates analog tape compression). 
These processes may be independently 
switched in or out for either channel. 

Apogee has equipped the Trak2 
with a variety of digital output possi-
bilities. The unit outputs both AES and 
S/PDIF formats; these share a single 
jda and support operation at high 
sample rates. Two Apogee Multimedia 
Bus ("AMBus") slots are provided on the 
rear panel, enabling the Trak2 to inter-
face with a variety of digital audio pro-
tocols, including Digidesign Pro Tools, 
ADAT, TDIF, SDIF-II, and SSL's HiWay. 
Some of the available AMBus cards sup-
port bit-splitting so you may use 44.1 (or 
48) kHz/ 16- bit multitrack digital 
recorders to store up to 24-bit/96 kHz 
data. Since the AMBus cards accom-
modate eight-channel operation, the 
Trak2 may be used for multichannel 
digital format conversion. A third ex-
pansion slot accepts optional two- or 
eight-channel digital- to- analog con-
version cards. 

Other features include Apogee's 
Ultra-Low Jitter Clock, word clock I/O 
from 44.1 to 96 kHz, synchronization 
via AMBus card, synchronization via 
NTSC and PAL video sync, MIDI 
in/out/ thru, digital oscillator, 96 kHz 
headphone digital- to- analog convert-
er with 40-watt output amplifier, and an 
RS232 port for remote operation. Dig-
ital output may be processed through 
UV22HR for high- quality reduction of 
word length to 16 or 20 bits. E. 
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Boss Management 
for Surround Sound 

It's common knowledge that effective multi-channel monitoring requires 

accurate reproduction of low-frequency energy. TYaditionally, achieving this 

goal has been difficult. But with the Model 65 from Studio Technologies, bass 

management is now available in a simple, yet powerful product. 

The Model 65 provides a 5.1 input, along with five main and two subwoofer 

outputs. Using conservative filter design, the all-analog circuitry redirects 

bass energy from the main inputs to the desired subwoofer outputs. While you 

can use the Model 65 right out of the box, we've made certain that you can 

"tweak" it to meet the needs of your specific application. Want to try 10.2? No 

problem with the Model 65! 

Of course, the Model 65 is directly compatible with Studio lbchnologies' 

StuciioConun for Surround products, as well as being easily connected with 

other surround sources. Visit us at AES '99 in NYC and see the Model 65. Or if 

you can't make it, call us or check out our website for more information. 

STUDIO 
TECHNOLOGIES 

INC. 
5520 West Touhy Avenue, Skokie, IL 60077 U.S.A. 

(847) 676-9177 Fax (847) 982-0747 www.studio-tech.com 

CIRCLE /2 ON FREE INFO CARD 

SEPTEMBER 23 



Affordable 

No nonsense, award-winning software 
At SEK'D we take audio próduction to an extreme. Perhaps our graphics may not 

be the coolest looking in the industry. However we are always looking to the 
future and have put our research and development dollars into implementing 

serious audio production tools and building ultra high quality sounding 
(transparent) software. 
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Samplitude 2496 
With DVD-Audio (not to be confused with the current DVD video spec.) on the 
horizon SEK'D brings to you a high-end yet affordable DVD-A preparation 
solution, Samplitude 2496. Up until now the audio experience has been going 
through a steady evolution. DVD-A is truly a revolution. From the ultra high-
density 2 channel 24 bit/192 kHz spec to the 24 bit/96 kHz 5.1 surround sound 
spec., this new medium provides artists and producers an incredible new space 
to create in. Samplitude 24/96 is ready for this highly analytical and revealing 
master quality release killwat. 

Also please consider our other Elite Series Digital Audio Workstation Solutions: 

Samplitude Studio 
Multi track, midi, mixing and editing. Designed 

for discerning artists and producers who are 
serious about preserving tone and have high 
production values. 

Red Roaster 
A high- resolution, precision mastering and CD 
burning tool for the meticulous mastering 

engineer dedicated to quality. 

For a free, 14 day, full audition of any of our Digital Audio Workstations, 
please go to www.sekd.com or for more information call (800) 330-7753. 
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No compromise sound cards 
SEK'D sound cards are made in Germany to the stringent specifications of 
SEK'D's high standards. All cards feature ultra low jitter clocks and deliver 

the promise of all SEK'D products: total transparency. If sonics and resolution 
are of importance, SEK'D's sound cards are designed with you in mind. 

HARDVV 

Prodif 96 Pro 
- 24 bit/96 kHz AES/EBU, SPDIF and Optical 
digital I/O. 
- 20 bit/96 kHz analogue I/O. 
- Word clock in. 

- ADAT 8 channel lightpipe I/O. 

- Multiple cards can be used with single driver. 
- Windows and Mac compatible. 

Siena 
- 8 channel 24 bit/96 kHz analogue I/O. 
- 2 independent MIDI I/O ports. 
- Multiple cards can be used with single drive 

- Zero latency monitoring of analogue inputs 
and outputs. 
- Windows compatible. 

SEK'D products are now available a: 

lweelvedef, 
www.sweetwater.com 

(800) 222-4700 

"11.7-"ZIL 

,®FULL COMPASS 

www.fullcompass.com 

(800) 356-5844 

Prodif Plus 
- 24 bit/96 kHz AES/EBU, SPDIF 
and Optical I/O. 

- 20 bit/96 kHz analogue I/O. 
- ADAT 8 channel lightpipe I/O. 
- 1 of 2 cards made industry-wide which 

is approved by Dolby® 

( for use with their AC3 encoder ). 
- Windows and Mac compatible. 

ete 

Precision 
German Technology 
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ROOM WITH A VU 

Howling at the Moon 
Word of mouth 

keeps guitarist 

Jeff Scheetz busy 

recording for music 

libraries, commercials, 

and CD releases 

STUDIO NAME: Gray Wolf Studio 
LOCATION: Kansas City, MO 
KEY CREW: Jeff Scheetz (and occasional-
! \ lack the wonder dog) 
CREDITS: Guitarist Jeff Scheetz has pro-
duced and released five CDs, two of 
which were recorded at Gray Wolf. His 
latest is entitled Pawn Shop (available 
from Barn-Zoom! records in the U.S. and 
Bandai in Japan); tracks from Pawn 
Shop may be heard on the Web at 
www.jeffscheetz.com or www.mp3. 
com/jeffscheetz. Jeff has produced 
bands for Salt Inc. Records and Rowe 
Records (Australia), and has recorded 
tracks for music libraries such as DSM 
and DMPML. Scheetz has also pro-
duced commercials for Toyota and 
Chevrolet. 
MIXING CONSOLE: Mackie 24x8 
MONITORS: JBL 4412, Yamaha NS10M, 
AKG K240 and Sony 7506 headphones 
AMPLIFIERS: Ashly CFT1800 
RECORDERS: Alesis ADAT XT20 [3] and 
ADAT [31; TASCAM 202 MK III cassette 
deck, CDRW 5000 (CD recorder), and 
DA30 MK II DAT recorder 
OUTBOARD: Apogee Rosetta A/ D con-
verter, dbx DDP (Digital Dynamics 
Processor) and 166a; Aphex 105 logic 
gates [2], Alesis 3630 
EFFECTS: TC Electronic M-One, Alesis 
Q2, Lexicon Alex, Yamaha SPX90, 
Antares ATR-1, BBE 462, ART Alpha SE, 
Zoom 9200 Studio Quad, Korg DT-1 
MICROPHONES: AKG C414, Avlex AV S80, 
Shure SM57 [several], Sennheiser E604 
[several], AKG D 112, Avlex drum mics, 
various " interesting" mics including a 
Turner that picks up anything within a 
three-mile radius, and an Ibanez mic 
with a nice funky midrange sound(!) 
MIC PR EAMPS: Aphex 107 Tubessence 
mic pre 

SAMPLERS/KEYBOARDS/MIDI MODULES: Gui- PRODUCTION NOTES: "One of the main 
tar synth with Roland GK-2A pickup things I've learned about getting good 
into a Roland GI 10; Korg X5DR, Yama-
ha V50 and RY30; Alesis DM Pro 
COMPUTERS: Micron Millennia 450 PII 
with 160 MB of RAM, 13 GB hard drive, 
MidiMan Midiport, and Soundblaster 
generic sound card 
SOFTWARE: Red Roaster 24 v5.11, Sound 
Forge 4.5 (the computer is used for edit-
ing and mastering). 
POWER CONDITIONING/BACKUP: Chandler 
CP1200 
STUDIO NOTES: Jeff Scheetz states: "I pri-
marily built my studio to record my 
own CDs, but I've ended up doing a lot 
of projects, mostly by word of mouth. 
I guess what makes my studio different 
is me. And that's true for every studio 
and their engineers/producers/owners. 
You can have all the gear in the world, 
but if the person running it isn't very 
good or just doesn't care, it won't mat-
ter even if you do run the vocals 
through that ' rare vintage 1952, radio 
actitron discombobulator.' Most of us 
have had the frustration of recording in 
a multimillion dollar studio only to end 
up with a product that wasn't very 
good. There has to be a certain level of 
gear at your disposal, but then it's up to 
the engineer to either make it sound 
good or not. I've had the good fortune 
of getting to do projects because some-
one likes the work I do. On the flipside 
of that, I'm sure I've missed the chance 
to do some things because someone 
didn't like the way I do things. But 
either way, if you try to be yourself, you 
get the best results. I usually just take 
on projects that I feel I can honestly put 
the heart and effort into making the 
best I can." 
EQUIPMENT NOTES: Scheetz continues: 
"Right now — though it's not nor-
mally thought of as ' studio' gear — 
the thing I'm having the most fun 
with is the Line 6 Pod. Being a gui-
tarist, it's amazing what you can do 
with the Pod. The ability to run direct 
without having to mic an amp all the 
time is very nice! It's perfect for lay-
ing down scratch parts (and on most 
occasions the scratch parts make it to 
the final mix). On the studio gear side, 
the Apogee Rosetta AID converter 
seems to make everything sound bet-
ter. I use it on the front end of every-
thing I can." 
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sounds is that there really is no main 
thing!" Scheetz concludes. "I look at 
getting sounds and mixing as a creative 
art, just like my playing. I like to use the 
'whatever works' approach instead of 
the 'here is how you must mic a snare' 
approach. I love to try different things. 

When we needed a skin drum for a tune 
on my last record, there was none 
available. But that's no worry when you 
have a 125-pound dog: We just put a 
mic by him while my drummer patted 
his belly! He loved it and we got a cool 
sound. Not your normal technique, 

but it was effective and made the 
whole session fun — which is why we 
should be making music in the first 
place. So I guess my philosophy is to be 
creative and not get stuck in the rut of 
recording the same thing the same way 
every time." NI 



ROOM WITH A VU 

Frankie's- Hideaway 
A multi- room 

hideaway in the wilds 

of North Hollywood 

BY STEVE LA CERRA 

STUDIO NAME: rankie's Hideaway 
STUDIO LOCATION: North Hollywood, CA 
KEY CREW: Mark Zonder (owner and studio 
manager), Phil Magnotti (engineer) 
CREDITS: As a member of the band Fates Warn-
ing, drummer Mark Zonder has performed 
on records including Perfect Symmetry, 
Pleasant Shade Of Grey, Parallels, and their 
upcoming release entitled Disconnected. 
Phil Magnotti has worked with many artists, 
including Spyro Gym, Mike Stem, Chuck 
Loeb, Larry C,oryell, and Electric Light Or-
chestra. Upcoming projects at Frankie's 
Hideaway include the next Dave Wecld 
Band album. 
MIXING CONSOLE Amek Big 28 console with au-
tomation, 72-input with recall and virtual dy-
namics (gating, compression, etc.) 
MONITORS: KRK V8 self-powered monitors, 
Yamaha NS1OM, Alesis M 1 
RECORD&AlesisADATXT [5] with BRC, Stud-
er A827 24-track two-inch available on re-
quest, HHB 850 CD Recorder, Panasonic 
3700 DAT, Denon DTR2000 DAT, DN77OR 
dual cassette, and DCD520 
OUTBOARD: ART tube parametric equalizer 
[6] and Pro VIA tube compressor [2]; Or-
ban 2-channel parametric; Amek 9098 
stereo compressor limiter, DBX 165VU 
mono compressor with VU meter, 160VU 
stereo compressor, and 160 XT [2]; 
Behringer Intelligate [3] 
EFFECTS: Dynacord DRP20 (true stereo multi-
ple effects unit), Yamaha SPX 900 [2], Rev 7 
[2], and SPX 9011131; Roland SRV 2000 digi-
tal reverb, Lexicon PCM 91 
MICROPHONES: Neumann U 47 Fet, AKG Solid 
Tube, C414 TIII, C3000 condenser [2], C451 
[2], and D112 [2]; Shure KSM32 condenser [2], 
SM87, SM57 [6], and SM58 [4]; Electro-Voice 
RE27 [2], RE20, 408 [8], RE 200 condenser [2], 
and 757 [6]; Sennheiser MD421, Audio-Tech-
nica ATM25 [2] 
MK PREAMPS: Neve 33115 preamp and EQ [2], 
Avalon M5, Cal Rec PQ15 preamp/EQ [2], 
Manley Dual Mono preamp, Swiunit/Neve 
Element 78 MPE-200 mic pre / EQ, TL Audio 

Dual Valve mic pre, ART Pro MPA tube mic 
pre [6] 
SA/AKERS/SYNTHS/MI GEM AudioControl In-
dustries PCA200 Low Frequency Synth, 
Alcai CD3000 Sample Player, Alesis D4 
Drum Module 
STUDIO NOIES: According to Mark Zonder, 
"Even though Frankie's Hideaway is locat-
ed inside a 6,000-square-foot facility, the con-
trol room and iso both are about 450 square 
feet each. The room was built to industry 
standards, if not beyond. Sand-loaded floor, 
separate electrical panel, isolated grounds, 
three tons of central air on a completely dif-
ferent panel, all of the building tricks for the 
walls (nothing touching, etc.). There's a sky-
light so you don't get that closed-in, 'dark' 
feeling of a recording studio. Although it is 
comfortable and beautiful, the first and main 
concern was soundproofing and the tuning 
of the room (the most important part of a 
studio is tuning the mix area). I hired 
Steven Klein to tune the room. 

"Another very important feature at the 
Hideaway is that the control room ties into 
three of the rehearsal rooms, the largest at 
35x35 (feet) with a 17-foot ceiling. It's very 
valuable for drums and large group record-
ings. All three additional tracking moms have 
audio snakes and video camera ties to the 
control room. The studio is always in the 
process of upgrading equipment, and we 
have a long-range plan to take the room next 
door to the recording studio (25x25 feet), 
make that the control room, and use the ex-
isting control and iso rooms for tracking." 
FAVORITE GEAR: "Two pieces come to mind," 
reveals Zonder. "One is the Amek console. 
Since almost everything gets tracked through 
separate mic pres and EQs, the console is 
used primarily for listen-back and mixing. 
The automation and recall really put the stu-
dio one notch up compared to most studios 
at this leveL The virtual dynamics and full au-
tomation and recall make it a pleasure to 
mix. Also, the flexibility of the console is in-
credible. The other piece is the Summit Au-
dio MPE 200 mic pre/EQ (if you go to the 
Summit Audio Web page, you can view my 
comments on the 'experts' page). That 
piece really is great." 
PRODUCTION NOTES: "Much has been stated 
above, but my big room (35x35) has an 
amazing live sound for drums — very rem-
iniscent of the Led Zeppelin room sound for 
drums." 

You can visit the Frankie's Hideaway 
Web site at  www.frankieshideaway.com. 
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The first name in MIDI. 
For more than a decade, one company has remained at the forefront of the evolution of MIDI, making innovative, 
cost-effective solutions with legendary dependability. Our new best-selling USB MIDISPORT family is yet another step in our 
commitment to bring you the latest tools with the latest technology, without the latest headaches. It's no accident we're the 
world leader in MIDI. 
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USB MIDISPORT 8x8/s - 8 in/ 8 out MIDI interface with SMPTE. 

USB MIDISPORT 4x4 - 4 in/ 4 out MIDI interface. 
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Popular tele 
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USB MIDISPORT 2x2 - 2 in/ 2 out MIDI interface. 
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USB MIDISPORT 1x1 - 1 in/ 1 out MIDI interface. 

Leading the MIDI World. 

The MIDISPORT line is compatible with: Mac G4s, G3s, iMacs and PCs. 

800-969-6434 • WWW.MIDIMAN.COM • EMAIL: INFO@MIDIMAN.COM 

CIRCLE 26 ON FREE INFO CARD 



The last word in Digital Audio. 
We know that choosing your recording gear is serious business. We feel the same way about making your gear. That's 
why we're proud that thousands of you have chosen to make a Delta card part of your recording set up. Whether you 
chose us based on reputation, specs, compatibility, or just because we took the time to talk with you, our message is definitely 
getting out: your success is our success. After all, we're here for the same reason-- to make music better. 
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DETA 1010 - 10 in/ 10 out PCI digital recording system. 

DELTA 1010-A1- ADAT interface add-on for DELTA 1010 

Critica lly  
ACCIairnted 

DMP2 - 2 channel high-performance mic preamp direct box. 

BEST DriVCrS, 

LOWieSt Latency 

DELTA 66 & DELTA 44 - 24 bit/ 96 kHz full-duplex recording interfaces 

A . ILA C.-.7") I 

M ake music better. 

The Delta product line, which features full 24 hit /96kHz operation, has been painstakingly tested so as to provide optimal 
performance with the finest software programs available today. We are proud to offer the following driver support 111 

800-778-3241 • WWW.M-AUDIO.COM • EMAIL: INFO@M-AUDIO.COM 

CIRCLE 26 ON FREE INFO CARD 



MICRO 

32 

PHILE 

RCA SK-45B 
A classic RCA that 

kept a low profile 

MICROPHONE NAME: RCA SK-45B 
FROM THE COLLECTION OF: Bill Meredith, Cine-
sound Company, NY 
PRICE WHEN NEW: $49.85 (in 1961) 
YEAR OF MANUFACTURE: circa late 1950s 
TYPE OF MIC: Dynamic 
FREQUENCY RESPONSE: 70 Hz to 12,000 Hz 
DIRECTIONAL CHARACTERIST1G: Non-directional 
EFFECTIVE OUTPUT LEVEL -56 dBm, referenced 
to 1 milliwatt and a sound pressure of 10 
dynes per square centimeter (see notes) 
HUM PICKUP LEVEL -109 dBm, referred to a 
hum field of 1 x 10 3 
OUTPUT IMPEDANCE: 200 or 15,000 Ohms 
EXTERIOR FINISH: "TV gray" 
MIC NOTES: Designed to be visually less ob-
trusive than some of its contemporaries, 
RCA's SK-45B microphone was physically 
smaller and had simpler lines than mics 

such as the Type 77 or Type 44. It was in-
tended essentially for talkback, cue, and 
public address purposes, where clean 
sight lines were becoming more of an is-
sue with television broadcasts. Its sibling 
— the SK-45 — had a somewhat more 

limited frequency response of 80 to 
8,000 Hz. The SK-45B's appearance is 
very similar to RCA's KN-1A and KN-1B 
microphones. The KN-models featured 
an integral desk stand with a compart-
ment in the shank of the stand to hide the 
connecting cable's XLR connector, 
whereas the SK-45B could be mounted 
on any floor or desk stand with a stan-
dard 5/8-inch, 27-threaded fixture. The 
SK-45B was also identified by RCA as the 
MI- 12045-B. 
USER TIPS: The SK-45B is mounted on an 
adjustable swivel that may be moved 
through a range of 80 degrees (vertical). 
Impedance of the microphone could be 
set at either 200 Ohms for a balanced 
output of -56 dBm, or 15,000 Ohms for 
an unbalanced output level of -58 dBm. 
The SK-45B was originally supplied by 

RCA with an integral, unterminated 25-
foot cable. 

Technical data furnished through the 
courtesy of Clarence Kane at ENAK Micro-
phone Repair, Pittman, NJ, and Stephen 
Sank at Champlain Valley Speaker Com-
pany, Albuquerque, NM. IS 



TO CALL IT A NEU  
IS JUST SCRATCHING THE SURFACE.  

The Yamaha 

01y digital mixer can 

perform your mix while you 

perform the music. It comes stocked with 

thousands of dollars worth of internal gear: two 

32- bit effects processors, 22 limiter/compressor/gates. 

32 parametric E0s, 15 motorized faders and more. If that wasn't 

enough, they're totally integrated, so you can store dozens of different mixes and recall any of them instantly This 

frees you to concentrate on what's really important: the music. Best of all, this complete 24- input, 6-buss mixing 

system doesn't require deep pockets7it's yours fortust $ 1,999 MSRP. Orta-aguir-,—Yernaha gives you more tor less. 

YAMAHA 
WWW.YAMAHA.COM/PROAUDIO 

CIRCLE 64 ON FREE INFO CARD 

© 2000 Yamaha Corporation of America, Pro Audio Products, RO. Box 6600, Buena Park. CA 90622 
For literature, call (800) 937-7171 ext.624 or visit us at www.yamatia.com/proaudio 
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The Dynamics of Mastering 
Bob Ohlsson on 

mastering from Motown 

to Hearts of Space, 

and why dynamics 

are essential to selling 

records 

BY BOBBY OWSINSKI 

After cutting his first number one record 
(Stevie Wonder's "Uptight") at age 18, 
Bob Ohlsson worked on an amazing 80 
top ten records while working for Mo-
town in Detroit. Now located in San 
Francisco and mastering predominant-
ly for New Age label Hearts of Space, 
Bob's unique view of the technology 
world and his insightful account of the 
history of the industry makes for a tru-
ly fascinating read. 

EQ: How do you think mastering has 
changed from the vinyl days to the way 
it is now? 
Bob Ohlsson: Well, I was thinking 

about that. In the vinyl days, we were 
very concerned with mechanics, mean-
ing the playability of a record and 
whether it could be manufactured. A 
mastering error in those areas would 
mean thousands of returned press-
ings. It was a big financial factor. 
Tapes, for the most part, came from 
larger studios with more experienced 
people, so you didn't really have that 
much to do in a lot of cases. A little EQ, 
a little level correction, filter some low 
frequency and de-ess some highs so you 
wouldn't run into skipping problems, 
but, other than that, you pretty much 
tried to go with the sound on the 

Bob Ohlsson has seen a lot in his years as a mastering engineer — from record company-owned 
facilities to the birth of the independent mastering studio. 
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FREE SOFTWARE OFFER 
with purchase of DRE-S777. 

TriE GRAND CANYON Arizona 

A $895 vaiue! 

See your authorized 
Sony dealer for 

more information. 

Valid through 

September 30, 2000. 

ios Collingswood, NJ 

W e'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 fic Churches" 
and the latest US release that 
includes some great American 
studios, churches, concert halls 
and the ultimate reverberant 
space, the Grand Canyon. 

AVATAR ENTERTAINMENT New York, NY 

The proof is in the listening, 
so call 1-800-472-7669 ext. S777 
today to order your Free 
Demonstration CD and VHS 
video tape and experience the 
difference between reverb effects 
and "real" space. 

SONY-

1-800-472-SONY ext. S777 
www.sonecom/proaucio 

0 2000 Sony Electronics Ine. RapriAmIlonh rride o.n pad »Mhod wnhen perm/moon is ponaDnal MIman. reSerIed Sony ea a trademark of Sony 
Venoms shown are avaloblo 05 optional CDROMs 



TECHNIQUES MASTERING 

master tape. It was a lot more nuts and 
bolts. You'd always think, "How do I get 
it off from the tape onto the disk and still 
have something resembling the same 
thing come back?" So it started out very 
much as that kind of consideration. 

Then, as the recording industry 
moved to the use of independent stu-
dios, we began to get a new generation 
of independent mas-
tering studios. They 
got more involved 
with working on the 
audio itself, partly 
because the studios 
either had less expe-
rience, or had less 
feedback than, say, 
you would get in a 
record company stu-
dio. In a record com-
pany studio, you 
hear about it in a 
big hurry if some-
thing doesn't sound 
good, whereas in an 
independent studio 
you may or may not 
hear about it be-
cause, by the time 
the sales people are 
involved, the studio 
is completely out of 
the loop. So Sterling 
Sound and the Mas-
tering Lab and so 
forth were kind of 
the first generation 
of mastering studios 
that were not part of 
record companies. 

In 1948, the ma-
jors decided they 
were going to stop 
doing anything oth-
er than middle-of-
the-road pop music, 
and so a whole 
bunch of people left 
the majors and started what we call the 
independent record companies; the At-
lantic's, the 1/J's, the Chess's, and so 
forth. Later on, Motown was actually 
part of the second generation of that 
evolution. 

When you were at Motown, were 
you in Detroit or L.A.? 

I was in Detroit, the real one. 
You did the mastering? 
Well, it was a complicated thing. 

Basically Berry Gordy is a man who 
tried to never make the same mistake 

I found out that the average 

new release is selling some-

thing like 800 copies. While 

you've got these spectacular 

gross figures and a few titles 

selling very well, the record-

ings that are selling millions 

and millions of copies are 

not paying for the ones 

that aren't. 

twice, so he had his own system that 
was integrated into RCA's manufac-
turing. If at all possible, he wanted the 
mixes to be able to be mastered flat. So, 
in many cases, if it didn't work well flat, 
it got sent back to mixing rather than 
attempting to fix it in mastering. He 
also had a policy that he wouldn't eval-
uate anything other than off a disk since 

he didn't have a tape 
recorder in his of-
fice. He wanted to 
hear how it stacked 
up to other records 
on the market, and 
he wanted that per-
spective on every-
thing he listened to. 
So we did an acetate 
of every mix that was 
done. We would oc-
casionally suggest a 
change, but for the 
most part they 
wouldn't approve 
anything at all radi-
cal. Anything beyond 
a couple of dB at 
4,000 IHz1 was sent 
back for another mix. 

So what I was 
doing was cutting 
these acetates. We 
would cut a 33 1/3 of 
all the mixes and 
then they would pick 
which ones they 
wanted to go to the 
next step. If there was 
some marketing rea-
son why it had to 
happen fast, we 
would do the master-
ing. But if there was 
time, we would then 
send the acetate and 
the master tape to 
RCA and tell them to 
match it. They were 

willing to absolutely guarantee press-
ings and turn around any mistakes in 24 
hours. We went that route because 
Berry's first business was a record store 
and he knew all about defective press-
ings. The way it was set up is we would 
hardly even know about a problem be-
cause they would deal with it all inter-
nally at RCA. So they were actually 
matching an acetate that we had sent, 
and we would check their acetate to 
make sure that it matched what we had 
done before letting it go. 

I was doing mastering there until 
about 1968, and then I got moved into 
the studio because I had a background 
in music. So from that point on I was do-
ing vocals, strings, horns, rhythm dates, 
the whole bit. I was one of two people 
that held every engineering job there. 

You once told me that you didn't 
use much compression at Motown. 

Berry Gordy hates compression, so 
we learned to not use any. We have far 
more transparent compressors today, 
but I've always found he was right in 
that if you can hold a great balance to-
gether without it, it'll sound a lot better. 

How do you think we're going to 
get back to the use of dynamics, now 
that we're squeezing the life out of 
everything everywhere along the line? 

The usual theory is that nobody will 
question it as long as it is selling, but I 
am starting to find signs that a lot of new 
recordings are not selling. I found out 
that the average new release is selling 
something like 800 copies. While you've 
got these spectacular gross figures and 
a few titles selling very well, the record-
ings that are selling millions and mil-
lions of copies are not paying for the 
ones that aren't. Apparently this came 
up in Soundscan, and Billboard printed 
the thing and a bunch of the majors 
tried to actually get them to pull that is-
sue off the stands because they didn't 
want their stockholders seeing that sta-
tistic. So there is certainly something go-
ing on there. 

I had an exchange with Bob Orban 
(designer of the Orban Optimod, a 
compressor/limiter found in virtually 
every radio station), and found out a 
couple of real interesting things: Ap-
parently too much high frequency 
absolutely kills you with women, but a 
lot of bass is very important to women. 
Too much compression kills you with 
women because it becomes what he 
calls " intrusive." You want it to be able 
to be on and in the background all the 
time. You don't want it pulling your at-
tention away. You still don't want it to 
be boring, and dynamics actually help 
with that, so it's a fine balance from a 
station's viewpoint. In order to appeal 
to women, they have to be less in your 
face, and the more in your face thing 
has to do with maybe the first ten sec-
onds that somebody listens to a sta-
tion before they adjust the volume 
control. 

Apparently there are some major 
meetings going on in Nashville in an 
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attempt to more or less reel production 
back into the record companies. They 
are rethinking a lot of stuff because of 
the dropping percentage of titles that 
are paying for themselves. If people can 
come up with figures that indicate that 
over-compression can harm sales, that 
is definitely the message that can turn it 
around. 

Returns would scare people away 
from going too far. 

You had that same economic with 
vinyl. But, in this case, we can do 
things beyond anything we were ever 
able to do before, like turn the signal 
into a square wave even. The other thing 
is that people are commonly going so far 
with compression during mixing that an 
awful lot of mixes can't be helped [dur-
ing mastering]. I average a couple of 
mastering jobs a year where I can't do 
anything to it. If you switch anything in 
at all, it just absolutely turns to dust. All 
you can do is hope that the stations that 
play it won't destroy it too much. 

Do you have a philosophy about 
mastering? 

Well, first, do no halm. To me, it's 
a matter of trying to figure out what peo-
ple were trying to do, and then do what 
they would do if they had the listening 
situation and experience that I have. I 
sort of try to be them because I see the 
whole process as a matter of trying to 
clear the technology out of the way be-
tween the artist and the audience. 
You've got this person on this end who 
is doing a performance, and you have 
these people on the other end who are 
listening to it, so I think it's largely about 
keeping the technical aspects from dis-
tracting from the performance. That's 
the most basic thing. Then to a certain 
degree you can enhance things, of 
course. You can get it so that you can 
hear more of what they were doing on a 
wider range of playback systems or 
playback circumstances. 

But the big thing is communica-
tion, It's about somebody working some 
magic in front of a microphone and peo-
ple having the effect of that magic 
coming out of a loudspeaker. To me, 
that is the key to the whole thing. Do 
everything you can to get the music to 
happen in front of the mics and every-
thing you can to protect it after it is an 
electrical signal. 

This interview was excerpted from Bob-
by Owsinski's upcoming book, The 
Mastering Engineer's Handbook. 
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COUNTRYMAN ASSOCIATES, INC. 
417 Stanford Ave. Redwood City, CA 94063 
'hnne 1-(800)-669-1422 Fax: (4151-384-2794 Email: salesecountryman.com 

CIRCLE 7 ON FREE INFO CARD 

24- bit Analog I/O • 24/96 Digital I/O 
Two MIDI Ports 

CIRCLE 29 ON FREE INFO CARD 

"Sonically, the LynxUNE 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." 
- Pro Audio Ruviev, 

April 2000 

"It's extremely 
clean, very clear, 

and amazingly 
accurate. 

Rock solid with a 
wide range of 

programs." 
-Recording Mauazine 

February 2000 

"The Lynx0NE is an 
excellent mastering 

card in terms of sound 
quality and flexibility. 

Suitable for today's 
professional studio." 

AUDIO QUALITY: 5 [out of 5![ 

_Eieçtronjç Musician 
August l 99) 

Lynx Studio Tprhnnlogy, Inç, 
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24 TRACK-PER-FECT/O    
THE DEDICATED PEOPLE AT ie TECHNOLOGY ARE THE ORIGINAL INVENTORS, 

DEVELOPERS AND MANUFACTURERS OF THE RADAR PRODUCT LINE. 

At iZ" Technology we knew we were on to something when we developed the world's first 

24 track hard diskrecorder. RADAR was successfully launched in 1992 by the 

people at iZ" Technology and later distributed by Otan i Corporation. 

THE REST OF THE INDUSTRY IS NOW STARTING TO CATCH ON. 

THEY SAY IMITATION IS THE SINCEREST FORM OF FLATTERY . . . 

WE ACCEPT THE COMPLIMENT! 

With RADAR" 24's proven track record, 192 kHz 

capability, award-winning sound ( 1999 Mix 

Magazine TEC Award Winner), and an 

extremely easy to use interface, 

it's easy to see why so many peo-

ple believe RADAR 24 

is 24 track perfection. 

1111111til MUM ' 

1999 
Winner 

THIS REVOLUTIONARY, CUTTING EDGE TECHNOLOGY 

IS AVAILABLE TODAY STARTING AT ONLY 

$4995.00 

CHECK IT OUT GET MORE DETAILS OR BUY RADAR 24 TODAY @ 

www.recordingtheworld.com 

OR CALL 1 800 776-1356 

'Manufacturers suggested retail price is subject to change without notice 
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• RADAR 24 is fully compatible with RADAR I and RADAR ll 

• Award winning, hit making sound 

• 192kHz recording engine 

• Integrated 100-BaseT Ethernet for networking 

• Control RADAR 24 from your MAC or PC 

• Full-function, professional remote control 

• No external computer required 

• Graphic user interface and wave-form display 

• Dual platform, real-time BeOS operating system 

• Integrated digital I/O 

• Machine control ( 9- pin serial and MIDI) 

• 2X DVD-RAM backup 

• Full timecode sync for all major formats (SMPTE, EBU and MIDI) 

• RADAR 24 is Soundmaster compatible 

• More options available online @ www.recordingtheworld.com 
technology 

izcorp.corn 

The above trademarks are registered trademarks of tier respective owners. CIRCLE 22 ON FREE INFO CARD RADAR . . . OWN AN ORIGINAL' 



FROM THE DESK OF 

40 

Steve Churchyard 
Tracking drums, bass, 

guitar, and vocals, 

and the most amazing 

edit ever made 

BY HOWARD MASSEY 

The Abbey Road lineage stretches a long 
ways, from Norman Smith to Geoff Em-
erick; from Ken Scott to Alan Parsons; 
from George Martin to Chris Thomas-
all the way to Steve Churchyard. Church-
yard's engineering career actually got its 
start in the early '70s ara dubious little 
demo studio called Orange Music, lo-
cated near London's Tin Pan Alley, with 
the obligatory guitar shop overhead. 

His ambition, though, was to work 
at George Martin's AIR studios, which 
was eventually realized, even though he 
had to take a step backwards from engi-
neering to assisting in order to do so. As 
he recalls, after receiving their offer to 
start at the bottom and work his way up, 
he "thought about it for about five sec-
onds and realized that doing Eurovision 
Song Contest demos was not the way I 
wanted to spend the rest of my career." 
This turned out to be a fortuitous deci-
sion, because within a short time he was 
assisting for Geoff Emerick on projects 
such as Paul McCartney's London Town 
album before ultimately returning to the 
rank of engineer and working with The 
Pretenders and INKS. In the '90s, Church-
yard relocated to Los Angeles, where he 
continues a busy career behind the 
board, crafting hits for artists such as Na-
talie Imbruglia, Sophie B. Hawkins, Ce-
line Dion, and Ricky Martin. Soft-spoken 
and meticulous, yet with a quiet air of 
confidence, Churchyard's genteel English 
accent somehow meshes seamlessly with 
the laid-back L.A. studio scene. 

EQ: Geoff Emerick has said that he 
didn't get any kind of formal training 
from Norman Smith. Did he provide 
you with any kind of formal training, or 
did he just expect you to observe and 
pick it up? 

Steve Churchyard: As you observed, 
you picked it up — you just assimilat-
ed anything and everything. Every-
thing moves fast, and, with Geoff, you 
just did everything. We were there 
hours before the session, we were there 
hours afterwards, and we just made 
sure everything was right. It was a 
great experience, and Geoff was just 
brilliant. He's got such a unique gift to 
make sounds work. As an assistant, you 

could put the drum mics behind the go-
bos and he'd make it work somehow. 

Many producers maintain that 
moving a mic a fraction of an inch can 
make a world of difference, but Geoff 
doesn't really buy that. 

Yeah. I'd sometimes ask him, "So 
what mic do you want on this, Geoff?" 
and he'd reply, " Put what you want on 
it." Which was great, because, rather 
than say, " Here's my drum mic list, do 



17K 

EpHILF 

MASSIVE PASSIVE STEREO TUBE EQ 

39 68 HIGH 

MASSIVE PASSIVE 
STEREO EQUALIZER 

BOOST 

s.1? OUT 
CUT 

22 - 1K 

SHELF 

let% 
• _ 

BELL 

O oB 20 

kJ AND WIDTH 

> \ De" 
FRE Q UENCY KZ 

100 15,° 220 
• e 

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 ' ern. 

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 

fYottking powerhouselt1/2 —unlike any other 

EQ.", "This is IT. The sound I've always dreamt of 

but couldn't ever get until now." 

GOT THE PICTURE? 

AMU 

LC SHELF 82 - 310 

ouT 

BOOST 

UT BELL 

270. 

180 - 

120' 

82 

Con tact 

220 - 10K 

BOOST SHELF 

BELL 

O da 20 

BANDWIDTH 

33(f .K8 

226 '10K 

560 - 27K 
BOOST SHELF 

0 dB 20 

BANDWIDTH 

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. 
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this," he would just let you try things 
out, though he'd certainly change it if it 
wasn't right. You could bet it would be 
dynamic mics on the 
drums with a pair of 
[STC] 4038's over-
head. His drum 
sound, a lot of the 
time, was the 4038's, 
and that was pretty 
much it. Maybe 
there'd be one mic 
in the kick, and 
you'd spot mic other 
drums for extra pres-
ence. He just makes 
things work — the 
way he fits them to-
gether, it's masterful 
mixing. 

What are your 
favorite drum mks? 

My standard 
arrangement would be a [AKG] D112 or 
a D12 inside the kick and a [Neumann] 
FET 47 just outside the kick. That FET 47 
sitting outside the kick drum helps; it 
adds a lot more fullness and roundness 
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to the sound. For snare drum, a [Shure 
SMI57 on the top. I'll put something un-
derneath, but invariably I won't use it — 

it's there just so I can 
make the choice later. 
A [Neumann] KM 84 
on the hi-hat, Senn-
heiser 421's on the 
toms — I use them 
just on the top. For 
overheads I use AKG 
C452's, and I almost 
always put something 
on the ride cymbal, 
just for that extra 
presence — a KM 84, 
usually. 

For room mics, 
I'll use almost any-
thing: [Neumann] 
U 67's, M 50's, U 47's. 
I'll also usually put a 
'57 just in front of the 

whole kit — maybe about seven or eight 
feet away, at head height, maybe even 
pointing straight up — just to see what 
that does in the control room. That's the 
"fun" mic. I typically like to squash it 

CD—R Editor/Duplicator 

StartREC is the first Digital Audio Editing System combined with 
multidnve 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. 

t 

with a Fairchild [compressor] or gate it 
— I'll do something with it later, so I'll 
stick that on its own track. 

Then I'll pan everything audience 
perspective and usually print every-
thing discretely to separate tracks, in-
cluding the two kick mics — put them on 
separate tracks, and then figure out a 
blend later. 

I invariably start adding EQ to 
drums. Typically, I'm adding some low 
end — somewhere between 60 and 100 
[Hz] — to the kick drum mics. Usually I 
put a Pultec [EQ] on the kick drum and 
sometimes on the snare, too. On the 
snare, I'll add some 10k or higher, just to 
get some crack in the sound. And then I 
usually brighten up the toms — usually 
some low top, some 3k, 5k, jut to gen-
erally brighten everything up, because 
when you use dynamic mics you want to 
help them out a bit. I'll go crazy with my 
fun mic — my '57. I'll crank some high 
end into it, some low end, compress it, 
maybe with a Fairchild or a [Empirical 
Labs] Distressor, and just mix that back 
in with the kit. 

Do you use compression while 
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you're recording drums? 
Typically not, except on my fun 

mic, or perhaps on the room mics, de-
pending on the song. 

Do you filter low frequencies out of 
the hi-hat or overhead miles? 

No. The mic placement is really im-
portant for those guys. I'll usually use a 
spaced pair for the overheads, get those 
so it looks real symmetrical with the kit 
and experiment with the hi-hat mic for 
the best separation, so I'm not getting 
loads and loads of snare drum leakage. 

The most important thing of all is 
phase. You've used a lot of mies at this 
point — you could be up to somewhere 
like 12, 14 microphones — so I'll spend 
quite a bit of time making sure the 
phase is just right between them. I mix 
a lot of other people's stuff, and by far 
the most common problem with drum 
sounds — particularly when they're 
multi-miked — is phase. Typically, the 
overheads are out of phase with every-
thing else because they're hearing 
things later than the closer mies. So, 
typically, I'll pop those out of phase 
with everything else, and usually all the 
sounds kind of come forward. When 
you've got things out of phase, it sounds 
like the snare's kind of sucked into the 
kit and the bottom end is gone; it's a 
strange thing. 

That could be a problem between 
the two kick drum mies also, couldn't it? 

Yes. But typically that distance is 
not quite as far as [the distance be-
tween] the snare drum and the over-
head, so you can mess with the position 
of the '47 for the best phase. If you've 
got an assistant brave enough, give him 
a pair of headphones and let him move 
them around. It's amazing how much 
the sound changes if you're complete-
ly on-axis to the kick drum pedal beat-
er rather than more off-axis and to the 
side of the kick drum. 

Do you usually print to tape, or do 
you record digitally? 

Usually tape, although recently I've 
begun going straight into Pro Tools. 

So do you saturate the tape for the 
snare and the bass? 

No, usually I'm not hitting it too 
hard. That's something I learned from 
Geoff. With Geoff, typically every VU 
meter is at -7 or -5, allowing the tran-
sient to show through rather than going 
to saturation. There are two schools of 
thought on that — some people will just 
pin it, and that's great, but my training 
and my background is not to do that. 

Most of the AIR engineers never really 
subscribed to that "smash it on there" 
technique. 

How do you typically record bass? 
Bass is typically DI; that works well 

for me almost all of the time. If I use an 
amp at all, it will be an Ampeg B15. I'll 
use a FET '47 on the amp, but when I 
mix the DI and the amp together, some-
times the phasing really bugs me. It's al-
most like a foggy negative — you're not 
quite sure where the sound is; it lacks a 
real center. It's fine if you use just the 
amp or the DI on its own, but when you 
combine the two, sometimes the phase 
is a problem. So to get more focus on the 
bass sound I'll typically just use a DI. 

What compressors do you favor for 
bass? 

The [Universal Audio /Urei] 1176 
works best for me; I tend to use a 4:1 
ratio. 

What kind of EQ curves will you 
typically use for bass? 

Usually I'll add some mid, some 
highs, and maybe some low end. On the 
DI, maybe some 10k so I can hear some 
of the string a little better — 2.5k 
maybe. Maybe a little bit at 100 Hz. I 
rarely filter anything out at this point; 
maybe later in the mix when I'm a little 
bit more focused on what's going on. 
But, during recording, I always seem to 
be adding rather than subtracting. 

What sort of recording techniques 
have you come up with for guitars? 

I've recently been using this Royer 
ribbon microphone that I've had some 
good luck with. But, more usually, two 
SM57's. If I'm using a 4x12 cabinet, I find 
two of the best sounding speakers and 
I'll put a '57 right on-axis and right on 
the cone of both of those guys. Then I'll 
mix them in the control room, combine 
the two together. It seems a little differ-
ent than just using one mic. It's not 
twice as good, but it's just mixing the 
character of two different speakers. 

Sometimes I might put a '67 or an 
'87 a little bit off the cabinet and mix that 
with the '57's. Again, you're going to 
have a little phase thing, so that's defi-
nitely the biggest thing to watch for — 
and when recording any instrument 
with multiple mies. 

What's your approach to recording 
acoustic guitar? 

That can be really tricky. I usually 
try an AKG C451 somewhere about 
where the neck joins the body, not 
right by the sound hole — it's usually 
way too boomy there. Maybe 18 inches 
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away from the fretboard, where it joins 
the body. The C451 is very bright, but I 
find that it helps the acoustic guitar to 
cut in the track, because you really want 
to hear the strings and the pick and that 
nice presence. If it's going to be just a 
solo acoustic guitar, 1 might try some-
thing more like a tube '47 or a '67; it's a 
richer sound — something that would 
be lost if the bass and the drums and the 
guitars were blaring away. 

Do you typically compress 
acoustic guitars when you are record-
ing them? 

Yeah. Again, I usually use an 1176 
— my compressor of choice for most 
things. 

How about electric guitar? 
Usually not, because it tends to 

take off some of the highs. 
Do you enhance those highs with 

EQ? 
Usually I'll get the sound that I 

want from changing mic placement and 
amplifier tone; I'll work on that first. If 
it's still not right, I'll add EQ. EQ is al-
most always a last resort for me. I'll try 
everything else first: different guitars, 
different amplifier. 

What's your approach to recording 
vocals? 

I've worked with a lot of female 
singers in my career, and a FET '47 
works very well for me, or a tube '47. My 
favorite mic is the U 67, but, again, in 
different studios, different environ-
ments, who knows what that particular 
mic's going to sound like? It's kind of 
like the '67 Mustang — was it taken 
good care of or was it thrashed? So typ-
ically, if I'm doing a vocal session, I'll 
see what the studio has, and I'll maybe 
put up six mics. 

If I had to put my money down on 
any one particular mic working for 
me, though, a U 67 would be it, through 
something like a Neve 1073 module, flat. 
and an 1176. Sometimes I'll use two 
compressors — maybe a Fairchild — for 
the sound. So a little bit of compression 
before it gets to the Fairchild and then 
just a little bit of the Fairchild, more for 
the sound than for the compression. 

I'll place the mic right on-axis, and 
typically I'll use a pop filter and put it six 
to eight inches in front of the singer. 

Is flat EQ also the goal when 
recording vocals? 

Yeah, though I might try different 
mic preamps. The Neve 1073 is usually 
my favorite. Usually it will be flat, but 
with maybe just a tiny bit of 10k, de-

pending on the singer. And I've been 
having some good results with Avalon 
preamps; they're very transparent 
sounding. 

Are 1176's and Fairchilds also the 
vocal compressors of choice during 
mixing? 

The dbx 160 seems a little faster 
than 1176's or the Fairchilds, so if I need 
something with a faster attack time, 
then I'll use that instead. But I kind of 
grew up with 1176's — they're great, 
great compressors. 

It sounds like you use a fair mix of 
tube and solid-state gear. 

Yeah, I love the sound of tube 
gear. When I starred out at Orange, the 
board was all-tube, so I guess you get 
used to a certain sound, that analog 
sound. Digital is definitely an acquired 
taste, and the bad news is — it's not go-
ing away. It's here to stay, and you've got 
to embrace that technology. I love the 
facilities that Pro Tools offers — the flex-
ibility and the editing capabilities — but 
at the same time, I still like the way ana-
log tape sounds. And tape hiss doesn't 
bother me at all, never did. To me, tape 
hiss is like the air that you breathe; it's 
like the glue that holds the record 
together. 

Although editing with a razor blade 
seems to have become a lost art. 

I had to do that the other day, and 
it was really funny. We were in analog, 
and we had to do an edit. Pro Tools just 
wasn't around that day, and I said 
"Okay, I'll cut the tape." And the look 
of horror on everyone's face — it was 
hilarious. 

Once, when I was recording The 
Stranglers with Tony Visconti, we had a 
click on tape, and we were using an old 
MCI machine that didn't have a spot 
erase facility. So I'd left it on there, be-
cause it was too close to the program 
and I couldn't erase it. But Tony said, 
"Oh, I'll get rid of that." He cut a window 
in the tape! It was a 24-track tape, so he 
said each track is 2.5 millimeters wide. 
He took a ruler and measured where the 
track was and he cut a little hole in the 
tape, put the tape back on, spun back, 
hit play, and it went through, no click. I 
was never so amazed — I just hoped it 
wouldn't rip, because of the hole in the 
middle of the tape. Now that's an edit. 

This interview is excerpted from 
Howard Massey's new book Behind 
The Glass, now available from Miller-
Freeman Books. 
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Dexter Simmons' Vocal Magic 
Want your vocal tracks 

to sound their best? Try 

working backwards.... 

BY BOBBY OWSINSKI 

If you've been paying any attention to the 
radio lately, then you've heard the stel-
lar work of master mixer Dexter Sim-
mons. From multi-platinum records by 
Toni Braxton, Brandy, Destiny's Child, 
Mary J. Blige, and Monica, to upcoming 
releases by chart-toppers Britney Spears, 
Spice Girls, and Whitney Houston and 
George Michael, Dexter has taken the art 
of mixing to a new level. And 
while his method may not be 
as traditional as many of us 
are used to, it's interesting, 
provocative, and sure makes a 
lot of sense when you think 
about it. 

EQ: I hear you have a unique 
approach to mixing. 
Dexter Simmons: I guess, if 
you want to call it that. The 
vocal is what is most impor-
tant to me. I listen to people 
and they sing melodies, so 
that's what I try to drive in my 
mix. 

When I get a tape, the first 
thing I work on is the lead vo-
cal because that's when my 
ears are the freshest. Since 
my ears aren't fatigued, I can 
get the best vocal sound that I 
can do and I can also dedicate 
the best pieces of outboard 
gear to it. When I know my vo-
cal is sitting right and I've 
solved all the problems, I in-
troduce the backgrounds and 
any ad-libs and treat those 
with the lead vocal. Then I go 
to stuff that needs to be 
panned around the vocals, 
which will be keyboards, gui-
tars, strings, and any little 
samples. After that's done I'll 
introduce the drums and bass. 

Most people say that I'm doing it 
backwards, but I think that it's the only 
way you can do it. If I start with drums, 
I'll mess it up. I've tried it, but I don't 
know how people can fit the vocal in 
when the drums are banging like that. 
I see guys that put up a kick drum first 
and EQ and compress it and I'll think, 
"How do you know how it will affect the 
vocal?" Don't get me wrong, I love 
drums to hit. But at the end of the day 
we're in the music business, and peo-
ple connect to the melody, so that's 
what's most important to me. 

How much time do you spend on 
the vocal then? 

Maybe 45 minutes to an hour. 
Only when I know that it's right do I 
move on. 

Is this with effects and everything? 

No effects, just dry. I usually wait un-
til I have some things to pan around the 
vocals before I put some effects on. I al-
ways go through a lot of changing of effects 
until about two hours before I'm done. 

Do you have any mix tricks for the 
vocal? 

Yeah, I'm really into sidechain 
compression. What I try to do is identi-
fy problems. Let's say there's a "P's" and 
"B's" problem at about 300 to 400 Hz. I'll 
split that off to a separate fader that will 
be dedicated to the "P's" and "B's." If the 
midrange is a bit harsh or sibilant, I'll 
split it off again and basically boost the 
frequencies that are bad and compress 
them. After the problems are solved, I 
spend a lot of time manually riding the 
lead in the mix. I prefer "manual" com-
pression as opposed to just sticking a 

DATE WITH DESTINY: You can hear Dexter Simmons's techniques on 
Destiny's Child's popular The Writing's on the Wall disc. 
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TECHNIQUES MIXING 

compressor on it. And I don't use [dbx] 
902's or dedicated de-essers. 

Does that mean that you don't use 
a lot of EQ? 

I really don't use as much as you 
would think. I guess it's safe to say that 
on a vocal I really don't use a lot. I work 
a lot in the 1 to 3k range because a lot of 
the clarity is there. It's like a catch-22; 
the sibilance is down there and the clar-
ity is down there, and you have to tread 
that fine line. 

How do you know what to put on if 
you're not listening to the other in-
struments? 

It's not what I put on because I 
rarely boost anything. What I'm doing is 
taking out the bad stuff. And when 
that's done and the track comes up, I 
might go, "Maybe we need a little air 
here or maybe some warmth down be-
tween 170 to 220." 

Do you use Autotune on vocals at all? 
I have in the past, but my prefer-

ence is to leave it the way they sang it. 
If it's on and you can't hear it, then it 
might be okay, but if I hear it go into 
Cher-land, then I'll take it off. I prefer to 
stack different delays, from 125 to 250 
ms with different pitches, so it's sort of 
disguised. 

Do you have any special effects 
tricks that you like to use? 

I have gazillions. I don't know 
where to begin. One of my things is that 
I really hate reverb, believe it or not. 
What's important to me is early reflec-
tions because I think that's the part of 
natural ambience that humans relate to. 
I came up with that because I'm usual-
ly listening in a medium-sized room and 
there's a natural effect here, but you 
don't hear a trail. So my approach is, 
"Why am I putting all these reverbs on 
the mix? Natural ambience doesn't 
sound like that." So that's what I try to 
recreate. I create a lot of small, tight 
spaces and, when you have a lot of those 
kinds of ambiences, it feels big without 
the trails running into one another. 
Then when you do need a reverb, it 
sounds special. 

You mean under 100 ms or so? 
Yeah, I'll probably start at eight 

[ms] and work my way up to about 100. 
The thing that sucks is that you'll have 
all this going on but you don't really 
hear it. Most people will say, "Man, your 
mix is dry but I know something's on it. 
What is it?" 

So are you dedicating a different 
effect for each track then? 

Yeah, that's why I have four racks of 
gear. One is dedicated to dynamics; it 
has Manleys, a couple of Amek 9098's, 
some Avalon units, [Empirical Labs] 
Distressors, and a special box by TC 
[Electronic] that was made for radio [the 
TC Max] that I'll use for problems. An-
other rack is for ef-
fects that has two 
Eventide 4500's, an 
Orville, two Lexicon 
PCM-91's, three 
Roland R-880's, two 
Sony V-77's, a Quan-
tec QRS, and stuff 
like that. The other 
rack is [Digidesign] 
Pro Tools. 

Can you hear 
the finished prod-
uct in your head? 

Yes, I know ex-
actly where I'm go-
ing. The thing is 
though, I'll deliber-
ately try different 
things, so halfway 
through a mix I may 
have a certain vibe 
going, but I'll squash 
it just to try some-
thing else. Some-
times it works out, 
sometimes it doesn't. 

Do you have a 
different approach 
for different styles 
of music? 

I approach every-
thing pretty much the 
same way. But if I have 
a rap-driven track 
that's heavy on the 
kick drum, I might 
dedicate more time to 
that. At the end of the 
day, the vocal is what 
matters. I still always 
do the drums last. 

I take it you 
don't have clients in 
the room when you start mixing. 

You know what? They come into 
the room then they go crazy because all 
they hear is this vocal over and over, so 
they leave. They want to hear the track 
but they won't until maybe two or 
three hours into it. 

If you could wave a magic wand 
and change anything that you wanted 
to, what would it be? 

I would take compression out of 
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the recording chain. I get so much stuff 
that's been over-compressed that it's 
not funny. I just recorded something for 
Rodney Jerkins down in Florida and I 
didn't use a compressor at all and the 
assistants looked at me like I was crazy. 
I think it's best that you capture all the 

dynamics when you 
record, then deal with 
it in the mix. In the 
right hands, it's fine. 
But I've gotten so 
much that's over-
compressed, then 
there's nothing that 
you can do. 

Do you use it on 
the stereo bus? 

No, I stopped. I 
used to use the Man-
ley, but I found that 
mastering was com-
pressing so much, ra-
dio even more, and 
don't even talk about 
the music video chan-
nels. By the time the 
mix comes out it's like, 
"Whoa, did I do that?" 
So it's forced me to 
work harder in terms 
of controlling bottom 
end and transients, 
but how I achieve that 
is by sitting there and 
riding stuff. I'll ride 
the kick drum, then 
ride the bass. Then go 
back into trim and do 
it again. 

You must do a lot 
of passes then? 

I guess so. The as-
sistants I work with 
will come in and see 
pass 75 and go, " He's 
not even close yet." 
But it ends up sound-
ing better than just 
sticking in a bus com-
pressor. 

A 20-year veteran of the music business, 
Bobby Owsinski has worked in many cre-
ative facets of the music business in-
cluding producer, guitar and keyboard 
player, recording engineer, songwriter, 
and arranger. Bobby has produced acts 
for Polygram, Mercury, Warner Bros., 
RCA, Chrysalis, and ManhattanIEMI 
and has produced, engineered, and per-
formed the music for several movies. 

48 SEPTEMBER 2000 MCI 



pO 

BFirk 
Collective Soul 
Peter Gabriel 

gAteedl,lee 4 4Witile 

r 

>.r7 e lev 

M irerreci 
Powerman 5000 
Smash Mouth 
Third Eye Blind 

www.digidesign.corn 

içjidEiçjt 

They all use Pro Tools. 
Look into their stories on our site. 

www.digidesign.com/users 

A division of Avid 
1.800.333.2137, code 621 
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18 total çhannels • 4 buSes • 
18 UR' mic preamps • 111 mono inicAine 
channels. 4 stereo aux returns • 8 aux sends 
per ch.. 3-band equalization w/swept midrange 

16114-VLZ'PRO 

18 Kital channels • 4 buses .10 XDR- mic 
preamps .8 mono micAine channels 
2 michtereo line channels • ; stereo line 
channels • 4 stereo aux returns • 4 aux sends 
per eh, equalization w/swept midrange 
on mono channels • 4-balul fixed equalization-
on stereo channels • white sidewalls optional 

11142-V TM PRO 

12 total channels • 2 buses 4- Alt 3-4 extra 
stereo bus • XDR mic preamps .4 mono 
micAine channels • 4 stereo line channels • 
stereo aux returns • Z aux Sends/ch.. 3-ball EQ 

J202-1/1.7CPRO 
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14 total channels . 2 buses -4- t‘lt :; 1 oxtrP 
stereo bus iXDR " inie-preamps • 8 flow 

micAlne channels -4 stereo line clianuels • 
stereo aux returns -2 aux sends/ch.. 3,hand FQ 
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VU PRO Series with Elm Mc promos. 
Precise creative tools tor Serbs artists. 
I f you're serious about your creative 

product, your equipment list should 

start with a really good mixer. 
Our VLZ- PRO Series has become 

the industry standard for compact mid 
line mixers. They're used day-in and 
day-out by more professionals to create 
more albums, demos, movie and broad-
cast sound tracks, commercials and web 
casts than any other brand. 
They mix and submix in most of 

the world's top recording studios (we 
know of one 1202-VLr PRO that's actu-
ally built into the control surface of a 
$1,000,000 digital console). And VIZ" 
PRO mixers are in more basement, 

garage and back-bedroom home 
studios than you can shake a 
patchcord at. 

Ur. The finest microphone 
preamplitier design ever built into n 
compact mixer. 
Because the preamps in mixers have 

long been considered a poor second 
to $1000 to $2000-per-channel outboard 
preamps, Greg and our Analog Engi-
neering Department spent two years of 
meticulous experimentation creating a 
sonically comparable mic preamp circuit. 
According to numerous cynical record-
ing engineers, magazine reviewers and 
a lot of satisfied owners, we succeeded. 
One reason is the advanced 2068 op-
amps that are a foundation of the XDR 
design. They blow away our competitors' 
4580 op-amps in terms of noise and 

distortion. Consider these real, measur-
able XDR— (Extended Dynamic Range) 
microphone preamp specs: 

MI 0.0007% Total Harmonic Distortion 
• 0.0008% Intermodulation Distortion 

 - 

130dB total 
dynamic 
range to 
handle hot 
digital 
sources 

II 3Hz to 
192kHz 
bandwidth 

II Ultra-low 
mic E.I.N. at practical real-world 
gain levels 

By "practical" gain levels, we mean the 
+20 to +30dB normal operating range. 
The chart below compares E.I.N. for 
XDR" U, an Awesomely Expensive Out-

board mic preamp • and a compact 
mixer • whose specs claim —129dBm 
E.I.N....but only at +60dB gain. 

kill X my — 
NM 

AO +Ms Ale 

While XDR— sonically rivals esoteric 
designs, it's no creampuff. We also 
built in protection against damage from 
shorts and "hot patching"...and the best 

RF1 rejection of any compact mixer. 

But don't just take our word for 
Here are a few comments we gleaned 

from just one week of incoming VLZ-
PRO Series owner registration cards: 

"Love the XDR mic preamps...clean 
and sweet!" CH., Tampa FL 

quality replacement for a far more 
expensive mixer brand" J.C., Arlington TX 

"I was contemplating a couple of 
outboard mic preamps ($2000+). 

The new XDR preamps let me make my 
next purchase a CD burner or an out-
board processor instead" Nut, Miami FL 

tu any other competitive mixer hoe. These are lust the awards we remembered lo lake photos of. 

"Great product. XDR's are a great 
innovation and the value's unbeatable." 
J.K. Boise ID 

"I hooked up my brand spankin' new 
AKC 3000 and all/can say is `cool." 
T.D., Waukesha WI 

"I've been though numerous small con-
soles that were noisy. This one isn't, so 
it's a keeper!"J.E, Boca Raton FL 

"Gorgeous preamps. Nice job, guys." 
J.C., Provo UT 

"Nothing comes close to the quality/ 
price." Pit, Spokane WA 

"Excellent frequency response... 
excellent mic preamp. Worthy of our 
Neumann mks." C.M., Atascadero CA 

"Killer mic preamps!" RA, New York NY 

Tü nr PRO Compact Mixer Series: 
• Premium XDR" mic preamps and VLZ" 

circuitry for ultra-low noise 

• New high-performance 2068 op-amps 

• Musical, sweet-sounding equalization at 
useful, logical frequencies 

▪ Sharp 18dB/octave Low Cut filters 

• Stereo In-Place Solo 

III Easy channel level setting via Solo 

II Constant Loudness pan pots 

• Inserts on all mono midline channels 

al 60mm long-wearing, logarithmic-taper 
faders (except 1202-VLZ PRO) 

II Sealed rotary controls 

II Thick MIL-spec fiberglass circuit boards 

MI Easy-to-understand manuals 

• Best Technical Support in the industry 

Call toll-free for a 72-page brochure/ 
hook-up guide that explains the ur 
PRO line in excruciating detail. Or log 
on to our web site. 
Then visit a Mackie dealer to decide 
which VLZ'" PRO model best meets 
your creative needs. 

WU Mir Ow IN in> 

www.mackie.com-800.258.6883 
CIRCLE 31 ON FREE INFO CARD 
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Engineer gear freak seeks project studio home 



SUSPECT REPORT 
Suspect: Joe "Breezy" Barresi 

Ancestry: Italian 

Occupation: Producer, engineer, mixer 

Birthplace: Staten Island, NY 

Residence: Burbank, CA 

Vehicle: '93 Nissan Pathfinder 

Diet: Mike's Hard Lemonade and Devil Dogs 

Identifying Marks: Long fingernails on right hand 

Pet Peeve: "Drivers with one hand on the cell phone, one on the coffee, and one on...." 

Credits: Production: Buckcherry, "Alone" from the Mission Impossible 2 soundtrack; 
Fu Manchu, King Of The Road; American Pearl, "Automatic Pearl" from the 
Scream 3 soundtrack; Queens of the Stone Age, self-titled debut ( named one of 
the 10 most important hard and heavy bands by Rolling Stone); Loudmouth, 
self-titled debut; L7, The Beauty Process; MeIvins, Stag; Melvins, Honky, 
Catherine Wheel, "Spirit of Radio"; My Little Funhouse, Blood 

Selected Mix Credits: Monster Magnet, Veruca Salt, Anthrax, Bauhaus, The Jesus Lizard, Sting 
(VH1 Storytellers), Skunk Anansie, Downset, Sick of it All 

Selected Engineering Credits: Alanis Morissette, Loudermilk, Fastball, Powerman 5000, Hole, Weezer, Kyuss, 
Beth Hart, The Rentals 

Notes: Suspect is known for his humongous sound, especially with guitars. When I 
asked Barresi if he had a " project studio" we could conduct this interview in, he 
said, " No, but I've got this ridiculous collection of gear. All I need is a console 
and a tape machine. Do you have any ideas?" I respectfully replied, "No." So, 
Barresi arranged to get his "collection" out of storage and set it up in the big 
tracking room at Sound City in The Valley. He told me he needed to check his 
"inventory." Whew — 176 guitar pedals, 29 weird guitars, 46 amps, and 127 
pieces of outboard gear in cases the size of refrigerators. 

Mr. Bonzai: What are your main recording 
tools? 
Joe Barresi: I really like to track on older Neve 
80 series consoles and Studer tape machines — 
that, coupled with BASF 900 tape, is a dynamite 
combination. I prefer the Studer A 800 to the 
827. To me, it has a thicker, punchier sound — 
especially the model with transformers, and I 
can even read the VU meters from across 
the room — what a concept! Sound City 
Studio "A" in Van Nuys is my all-time 
favorite tracking room. The console 
there is an old Neve 8028 and, al-
though it's not very big, the sound of 
that board and that room is huge. 
Plus, the studio manager, Shiv-
aun, really goes out of her 
way to take care of noisy 
clients like me and make us 
feel comfortable. 

For mixing, I generally 
like to stick with the older 
Neves as well, although 

JOE 
54 

occasionally I'll get on an SSL if that's the sound 
I'm looking for. Recently I've been at Extasy 
South (formerly Brooklyn Recording). Their dou-
ble-size Neve 8078 console sounds great. It's also 
a real pleasure to work with staff engineer Ron-
nie Rivera — he's like a psychic sidekick in the 
studio. 

Did you ever lose a piece of gear? 
No, but I once sold a Fender amp that 
I hadn't been using and I've regretted it 
ever since. 

If you were a musical instru-
ment, which would you be? 

I'd probably be a guitar. Some 
days I'm pretty mellow, and 

other times I'm running 
on " II." 

What's wrong with 
the music industry? 

Basically, you've got 
A&R/label people who 
change jobs more often 
than their underwear. 

GOD 



ADAT 16 bit, 20 bit DTRS 16 bit 

for your convenience arid pleasure 

BASF FORMATTED MEDIA 
saves time 
saves head-wear 
records immediatdly 

EMTEC Pro Media Inc., 
25050 Avenue Kearny, Suite 203, Valencia CA 91355-1256 
phone: 888/295-5551 fox: 661/295-5554 
in Canada phone: 800/817-4478 fax: 905/507-1726 

CIRCLE 75 ON FREE INFO CARD 

www.emtec-usa.com 



BARRESPS TEN 
1. Marshall Time Modulator — "I absolutely love this 
box! I think it's from the mid-'70s or close to there, and 
it does some pretty crazy things. Whenever I'm dealing 
with a sound that needs that extra 'push over the cliff,' 
I reach for this box. You can get robotic sounds, 'tunnel'-
type effects, and it does some mean phasing, too. I love 
it so much, I had to buy two of them." 

2. Systematic Systems Guitar Splitter — "This is a guitar 
splitter made by Kirk Elliott up in Vancouver. It allows me 
to plug a guitar into one input and get six outputs, each with 
a phase switch and bypass. I've had several splitters in the 
past, but this is the only one I've heard that doesn't screw 
with the sound of the guitar — it's like you were plugged 
straight into the amp. I use this when tracking rhythm gui-
tars because I sometimes like to blend various amps to-
gether to create one massive rhythm sound." 

3. "This is an old RCA BA-6A compressor. I'm not sure 
what year it was made, but I am sure it weighs a ton! It's 
well worth lugging around, though, because it sounds 

really, really good. I mostly use it on bass, but it has so 
much gain, I have also plugged a mic right into it and been 
able to drive a tape machine without a problem. I've 
recorded guitar solos and even a vocal or two this way." 

4. "This is a Mutator, made by Mutronics in England. It's 
basically two channels of analog filtering, like in a syn-
thesizer. I love the fact that you can invert one side into 
the other and that makes for some really crazy stereo 
panning/filtering effects. Just running through it gives 
a limp sound some bite and makes it stick out in a track." 

5. "These are my Lovetone guitar pedals. I use them for 
everything— not just on guitar. With names like 'Meatball,' 
'Ring Stinger,' Wobulator,"Big Cheese,' etc., they've got 
to be good. They are especially good at mangling drum 
sounds and loops. I like to run stuff back through them in 
a mix, too. They're very versatile, as they all have multiple 
functions, numerous control voltage inputs, and some even 
have a little jack that allows you to manipulate parameters 
by varying the amount of light allowed into it." 

58 SEPTEV, BER 2000 I 0 



FAVORITE TOYS 
6. "This is a Rivera stack called the 'Bonehead' that has 
a 2x12 subwoofer system on the bottom. The sub can 
beused with anyamp (not¡ustRiveuheads). and it has 
really opened up a whole new world in recording drop-
tuned and seven-string guitars. Most excellent" 

T. "This is my favorite Marshall amplifier. It started out 
as a stock JCM-800, but over the years it's been modi-
fied several different times, and I think it's finally got-
ten to where I like it. It's the first amp I reach for when 
recording rhythm guitars because it distorts beautiful-
ly, and it's got tremendous punch and bottom without 
getting too mushy." 

it2'The Sovtek Mig 50 was basically a Russian version of 
the Fender Bassman. When I'm mixing, I usually re-amp 
the direct bass — back through the Sovtek — and dial in 
a new amp sound using a Palmer speaker simulator for 
a cabinet. I'll overdrive it a little with an Ibanez Tube 
Screamer as well. This amp gets a pretty serious work-
out, sometimes staying on 12-plus hours a day for weeks 

during a mix. It's pretty much stock except for a little 
tweak from amp guru Bob Dixon at Amphole. It sounds 
really amazing on guitar, too, and if you plug into both 
channels at once, yob've got full-On AC/De-guitar tone!" 

9. "This is a tube tape echo made by Watkins called 'The 
Copycat.' It doesn't sound like any tape echo, though 
— the three preset buttons allow for some interesting 
multitap effects, and when the "Swell" knob is turned 
up all the way, it creates a very beautiful runaway feed-
back. Just running through the tube front-end and us-
ing it to preamp a head is deadly." 

10. "My newest acquisition — the Spatializer ' Retro.' It's 
a magical box that I got from the inventor, Steve Desper. 
It takes stereo information and can place it way nu itside 
the speakers depending on where you adjust the 
'Space' knob. What I really like about it, though, is its abil-
ity to work on mono material as well. It can make a vo-
cal sit way out front in a mix — or it can make you com-
pletely dizzy and disoriented." 

0 SEPTEMBER 2000 39 
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FOR THE MASSES, PART II 

all the other band instruments in the same room with the 
drummer. This way, the drummer's hearing all the fre-
quencies and vibrations he's used to hearing on stage or in 
the rehearsal room. Also, having the bass guitar in the same 
room with the kick drum tends to tune the kick drum to the 
song. I don't know exactly why, but it does. And even when 
the band is in the room with the drummer, I'm still able to 
get some distant rnilcing on the drums because the drwns are 
so loud. I may not be able to get 30 feet of distance, but I can 
usually get some air around the drums — enough to make 
it work, I think. 

With this style of music, guitars are so big a part of the 
canvas that you probably don't need really thunderous 
drum ambience. 

No, you don't. And with Limp Bizldt and White Zom-
bie's Astro Creep 2000 album, we didn't use a lot of room am-
bience because there were so many loops going on in the 
background. A lot of those loops were drum rhythms. And 
the chaos of the loops sort of sounded like room ambience. 

Was the White Zombie album less of a live-in-the-stu-
dio recording and more a case of layering different guitar 
parts over all these loops? 

No. The band played live to the loops, using them al-
most like a click track. Rob Zombie wanted to experiment 
with loops. So I found a programmer guy, Charlie Clouser, 
who works with Trent Reznor. Charlie was down in New 
Orleans. We would send him rehearsal DATs and he would 

generate a loop based on those tempos and the drummer's 
feel. He would send us back a very basic, kick/snare loop 
with a minor fluctuation where the chorus is supposed to 
be. We would rehearse and record to that, with the band 
playing the guitar, bass, and drums live. Of course, we went 
back later on to fix mistakes and overdub guitars and 
things, the same way any band does. And, from there, the 
loop got developed to match the drummer. Charlie 
would take the basic tempo map and create some other 
sounds that were tuned to the song more. So instead of 
making the drummer correct his timing to match perfect 
computer timing, we actually corrected the computer to 
play along with the push and pull that the drummer has. 

Were the loops triggered via MIDI or was it all done in 
a digital workstation kind of environment? 

Charlie sent me everything on ADAT tape. I think he 
worked pretty much in Pro Tools, but he would send the 
loops to us on ADAT tapes, which we would lock to our ma-
chines and dump right over to 24-track analog. We ended up 
having one full 24-track machine just with loops, another one 
with the band, and a third one just with vocals. We were run-
ning a lot of machines on that record — for me anyway. 

Do you always record on analog? 
Yes. I always hit analog first. I have a Pro Tools rig, which 

was initially just an archiving unit for me, for backing up 
tapes. More recently I've been getting into some minor 
arrangement changes in the Pro Tools world. We'll record first 

on analog. But if we decide we 
want to shorten or lengthen a cho-
rus, we'll do that in Pro Tools and 
then spit it back to analog.1 just feel 
that analog tape is important to what 
do. I'm most commonly working 

on Studer A 827's and occasionally 
the A 800. I like the sound of the 
'800's quite a bit, but they're a little 
slower than the '827's, which Is an 
important consideration for nie. I 
don't like to make slave mixes. Dur-
ing tracking sessions, I'm constant-
ly tinkering with the sound of the 
band tracks, building toward what 
the final mix would be. If I were to 
make a slave mix, so I can run only 
one machine when I'm tracking vo-
cals, then I couldn't mess around 
with my sounds any more. So I run 
two machines. If you're doing vocal 
tracks, it's kind of a drag to wait for 
two machines to lock up. But if the 
machines are in pretty good shape, 
it works out all right. 

What is your approach to 
recording vocals like? 

Probably 80% of the vocals I've 
recorded over the last 10 years 
were done on a [Shure SMJ 58. 
Usually with the singer in front of ei-
ther a pair of Lab 4 monitors or in 
the control room in front of the big 
monitors. 

R 



That's the mic most singers have in their hand when they're 
on stage. They're used to getting certain sounds when they hold 
it a certain way. I like to capture that. There's a comfort zone there. 
But for some singers, like [Limp Bizitit's1 Fred Durst, I use a real nice 
tube [Neumann UJ 47. Most of the songs I record are pretty ag-
gressive, so a high-quality mic doesn't make that much of a dif-
ference. But on Fred's vocals for the last Limp Bizitit album [Sig-
nificant Other], there was a lot more stuff where he was singing 
rather than screaming. So I wanted to use a mic that was a bit more 
clear, so you could hear what he's saying. 

No matter what mic I use, I generally compress vocals fairly 
hard going down to tape. I'll usually run two [Universal Audio or 
lire 1176's back to back. I like to double-compress vocals, to the 
point where I can start to hear the singer 
taking a breath between words. To me, 
that sucking in sound gives the vocal a lit-
tle more intensity. 

I was wondering if you could even 
use a delicate tube mic like a '47 on some 
of the records you do. With all the 
screaming, doesn't the singer blow the 
mic out? 

No, they hold up fine. It's the '58's 
that usually get trashed. Because they 
usually end up getting thrown on the 
ground or flung across the room when 
things aren't going so well. I wish I had a 
little plaque someplace, with all these 
bent up, banged up microphones, signed 
by the singers who destroyed them. 

And, well, you don't like head-
phones, I guess. 

I really don't. But I always give the 
singer a choice. I'll be ready for either one. 
When there are loud speakers going, I have 
to compress even harder. Because the com-
pression will eliminate more of the back-
ground noise when the singer is actually 
singing. But, of course, when he stops 
singing, the background noise actually gets 
louder. Which means I have to go through 
and dean up the track between vocal lines. 
But sometimes there's feedback through 
the monitors that ! definitely want to keep. 
On the first two Deftones records, you'll 
hear that feedback in a lot of songs. In fact, 
on a lot of the records I do, feedback in the 
vocal track ends up in the final mix. We 
tend to keep the feedback we like and get 
rid of the feedback we don't. Sometimes 
that lends itself to a nice live sound. 

Do you gate to get rid of the stuff you 
don't want? 

Sometimes. If there's nothing there 
that's really special, we'll throw a gate 
over the track. And that's usually 
enough. But if! want to take the time, or 
if the leakage is bad enough, I'll run it 
through Pro Tools and have it cleaned up 
in there. Or I'll just run the automation 
on the SSL and just hand mute it into the 
computer. 

Do you always mix on SSL? 
I would say yes. I've mixed on other consoles, but I prefer the 

SSL for mixing. And I prefer to record on either an old Neve or API. 
Any particular favorite SSL series? 
I like the older E series the best. And one in particular. There's 

one at Larrabee West in L.A. that I use all the time. It's an old E Se-
ries board with a G Series computer in it. A lot of people really like 
the sound of that. And I'm one of them. 

Based onl.vhat you said earlier, it sounds lace your approach to mix-
ing is very organic —like you're building it even during the tracking. 

Yeah. By the time I go to mix, I like to do as little as possible. 
That's why I love guitarists who want to print their own effects. I 

continued on page 152 
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mastering 

Scott Hull Selected Discography: 

- Steely Dan 

- Garbage 

- The Offspring 

- Limp Bizkit 

- Those Bastard SoulS 

- Spacehog 

- Marah 

- J. Mascis 

_ Cupcakes 

- Nelly Furtado 
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sound   
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- Tonic 

• Amanda Marshall 

• Ani DeFranco 

- Indigo Girls 

>- Shawn Mullins 

Classic Sound Inc. 211 West 61st Street New York, NY 10023 

For booking contact: Andrea Yankovsky (212) 262-3300 

email: andrea@classicsound.com 
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A MIXING SEMINAR WITH 
CHUCK AINLAY - ONE OF NASHVII I F'S 
MOST IN-DEMAND MIX ENGINEERS 

BY HOWARD MASSEY 
From his earliest childhood, Chuck Ainlay knew that he want-

ed to be a recording engineer. He had an uncle — a ma-

gician/banjo player/ventriloquist and audio enthusiast — who, 

in the late Fifties, built a modest studio near Ainlay's north-

ern Indiana home town, equipped with a single RCA 

microphone, an old Ampex mono tape machine, and a 

homebuilt cutting lathe. Young Ainlay was a frequent visitor, 

and so, when college beckoned, he moved to Nashville to 

study recording at Belmont College. Before long, he was 

working in a "tourist studio" — one of those curiosities of Mu-

sic City, where busloads of people would come in and do 

a handclap overdub to a prerecorded track, get a quick tour 

of the control room, and be herded out the door. After a spell 

assisting at Quad studios, he bunt a remote truck using equip-

ment donated by a studio that had just gone out of business, 

recording notable bands that passed through town. Even-

tually, Ainlay became chief engineer at The Castle, where 

he came to the attention of famed producers Jimmy Bowen 

and Tony Brown. He hasn't looked back since. 

Today, Ainlay is one of the most in-demand engineers 

and mixers in Nashville. He's worked with a veritable who's-

who of modern country music, including Vince Gill, George 

Strait, Wynonna, The Dixie Chicks, Trisha Yearwood, Lyle 

Lovett, Nanci Griffith, and Mark Knopf ler. He's also a sin-

gular force in 5.1 mixing, responsible for some of the fresh-

est, most creative surround mixes available today. On the 

brutally hot July evening that Ainlay met with me, he had al-

ready completed a full day's mixing session, as well as, he 

proudly announced, having mowed his two-acre lawn! That 

he still had the energy to remain awake — much less do an 

in-depth two-hour interview in which he carefully and ar-

ticulately shared the depths of his knowledge — was noth-

ing short of astonishing. 



MUSIC C 

EQ: You're viewed primarily as a mixing expert. How do you ap-
proach a fresh mixing session? What tracks do you bring up first? 
What are you listening for? 

Chuck Ainlay: I have certain things that do straight off the bat. II patch in three 
general reverbs as a starting place. I like to use an EMT 250 for one of them, but 
that's not always available, so I've got a little Roland SRV-330 with a similar patch. 
I use it as an impact reverb with a fairly rapid decay — between 1.5 to 2.0 sec-
onds. It's a pretty dark, dense sound, with a good bit of chorusing. Then I usual-
ly use a Lexicon 300 for a sound that shimmers more. That one's generally got a 
little longer predelay on it, anywhere from 40 to 180 milliseconds, depending on 
the song. It's a brighter 'verb with a bit more sheen to it, more like a plate. Final-
ly, I'll use a Lexicon 224X in a rich chamber mode. Those are kind of beginning 
building blocks. -Ellen I'll have a [Lexicon] PCM70 set to a gated program and a 
[Eventide] Harmonizer that I set left/right up/down. I'll have a mono delay, and then 
I'll use my Ensoniq DP2 and DP4 for when I want to really expand on some 'verbs 
and delays. If something else comes to mind, then I'll take the time to come up 
with it, but in Nashville we have to move fairly rapidly, so you have to have some 
of this sttiff ready at the get-go 

Will you put multi-
ple instruments into 
the same reverb, or do 
you use a different re-
verb for each instru-
ment? 

I'll put multiple instru-
ments into the three core re-
verbs. They create the am-
bience of the record. One 
song may call for less of the 
shiny stuff and more of the 
impact stuff, while other 
songs may call for more airy sort of reverbs. So there are three or four reverbs 
that will work for the general mix. And then I'll have specific reverbs for spe-
cific instruments, like the gated things will be on percussion instruments; I may 
also use inverse reverbs and things like that, small room sounds. 

Do you ever EQ the reverb sends or returns? 
Actually, I don't much anymore. When we were using plates and real cham-

bers and things like that years ago, yeah, you were always EQing and com-
pressing and slapping some delay on in front of them and gating them. But, 
with the digital reverbs, I find that by changing their response — by tweaking 
the high-frequency decay and the low-frequency boost in them — you can cre-
ate the 'verb that fits the tracl. 

Why is it preferable to tweak the digital EQ in an outboard 
processor rather than using the mixing console's EQ, which is 
presumably higher quality? 

Well, why turn on an EQ and add an extra circuit to something when you 
can do it without adding that extra circuit? In general, that's my philosophy about 
both recording and mixing. If I can do it with less in the signal path, that's the 
way I'll approach it. When I record tracks, I'll generally bypass the console un-
less I've got a nice old discrete Neve desk that I'm tracking on. I carry a good 
bit of outboard gear, and I'll go through those preamps and straight to tape, us-
ing the desk just for monitoring. When I mix, in many instances I'll avoid the desk 
E0 and use that outboard gear instead. 

How long do you typically spend on a mix? 
I always tell the producer or artist or whoever s booking me to book a day 

a song. Now, it doesn't always take me a day to do a song, but I don't like to 
work on more than one song in a day, because it's hard for me to shift modes 
from one song to another. The exact amount of time I spend largely depends 
on how problematic the track is. 

If it's a reasonably recorded piece of music, then I can usually get through 
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it in six hours. Then I'll usually do a number of versions of the 
mix, so there'll be a vocal up, vocal and harmony vocals up, 
harmony vocals only up, the solo up. We'll always do a bass 
version of some sort, whether it just be a bass up or bass and 
bass drum up or just bass drum up. When you get to mas-
tering, sometimes there's an element that BO doesn't nec-
essarily fix, so they might use a different version instead — 
like that bass drum up version — to add a little bit of punch. 

How do you know when a mix is done? 

Mixing is really something that is not an intellectual ex-
perience. It comes from your heart; there's a feeling of joy. 
Music ought to give you an emotional response and, 
depending on your mood, that emotional response may be 
triggered or it may not. I think this is why, when you listen to 
an entire album in a mastering room and you go from song 
to song, not every one of them stands up to your expecta-
tions. When you were doing it, you thought it was great, but 
when you go and listen to it in retrospect, you go, "What the 
hell was I thinking?" 

So it's a very difficult thing to decide when you're done, 

but what I go by is when I get a kick out of it; when I'm hear-
ing all the elements of the record, the fills and so forth are corn-
ing out; when I can understand the lyrics; when the vocal is not 
blowing me away at times or too soft at other times. These are 
the things you work toward. You need to get through all that 
technical stuff to the point where the song actually gives you 
a kick. If it doesn't, I keep working and try and make it more 
exciting, make the guitars jump a bit more, maybe pan things 
wider — something to make it exciting to listen to. But when 

I'm enjoying it, I think it's done. Also, obvious-
ly, its done when the producer thinks its done! 
[Laughs] 

There always seems to be one 
track that somehow just doesn't 
seem to fit in the mix, though. What 
sort of steps do you take when you 
are faced with a track that just won't 
sit correctly? 

Generally, if a track doesn't sit in the mix, 
its either a performance problem or it's a dy-
namic or EQ problem. meros not a whole lot 
you can do from an engineering perspective 
with the performance problem other than re-
place it — and that's done. You can either 
sample a similar section from another part of 
the song or even fly it in from other takes if 
there's a chance that something like that ex-
ists. 

If what you're facing is an equalization 
problem or a dynamic problem, the approach 
would be to decipher which you need to do, 
or whether you need to deal with both factors. 
The big thing there is to decide what kind of 
texturing it needs. Does it need to be warmed 
up, perhaps with a tube compressor or some-
thing to give it a little bit of harmonic distor-
tion? Or do you need some sort of hard lim-
iting in a compressor like an [Universal 
Audio/Urei] 1176 to put an edge to it? You 
have to pick your tool to do the dynamic con-
trol. Same with EQ — each equalizer has a 
different sonic signature. 

How do you know which ap-
proach to take? 

I think the tendency for the novice is to 
generally over-00 and over-compress things 
to begin with. When I began my career, I felt 
the necessity to EQ everything, compress 
everything, and modify it. Just to put my fin-
gerprint on it, so to speak. But I've learned that, 

if you can let the music be, then you can get away from do-
ing that so much. Do it where it's needed, and you'll proba-
bly find that you need to use less of it. If you don't start out by 
EQing the bass drum to death, then you're probably not go-
ing to have to EQ and compress the rest of the instruments 
as much. If you have a nice, round-sounding bass drum with 
a decent amount of attack and bottom, don't just start EQing 
until you have the perfect bass drum — let it be. 

Just move through the music; move through all your 
tracks, and work on little bits here and there. That's my ap-
proach. Work on not just one instrument at a time in solo — 
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try and listen to the whole thing. And when you discover a prob-
lem, think about what it is that's wrong with it. Is it too mud-
dy? Is it too thick, or is it not bright enough? Does it need a 
little compression to make it stand up? If you're missing some 
notes, then maybe you need to compress it to make a more 
solid sound out of it. You can solo things to hear what you're 
doing, but don't sit there and work on a sound for a long time 
— keep popping in and out of solo and see how it sits in the 
track after you've done a little bit to it. Maybe a balance change 
is all that's required. Mixing is more about listening overall than 
it is about making each element sound great. 

Along with that, you have to understand the principle of 
masking. That's when an instrument is covered up by anoth-
er instrument in the same frequency range. Say, for instance, 
the snare drum has a lot of 5 kHz on it, 
a lot of brightness to it. It's going to mask 
the acoustic guitar that's trying to get 
through in the midrange, too, and the 
tambourine and the enunciation in the 
vocals. So you need to find ways to cut 
a little bit in one instrument to allow an-
other instrument to jump out, or EQ an 
instrument so it won't interfere with an-
other instrument. If you're having a prob-
lem where you can't hear the acoustic 
guitar, maybe it's the snare drum's EQ 
that is a little too bright. It may be bet-
ter to sacrif ice the snare sound and not 
have the best sounding snare drum in 
the world, because the acoustic guitar 
element is more important to the song. 

And then there's panning, which 
allows you to shift things away from 
each other. The way I go about panning 
is to separate things that are of equal 
spectral energies but are opposing 
rhythmically. Say, for instance, acoustic 
guitar and hi-hat: rather than having the 
acoustic guitar lay on top of the hi-hat, 
I'll separate them. It's basically identi-
fying rhythmic elements and spectral el-
ements and separating opposing 
rhythmic things so that you get move-
ment within the stereo while separating 
the sonic elements. 

Of course, there are some 
tracks that are traditionally not 
separated: for example, kick 
drum and bass guitar. Do you 
tend to place the bass guitar fre-
quency lower than the kick drum 
or vice versa? 

In general, if you listen to most 
records, the bass drum is usually ac-
centuated quite low— like at around 60 
Hz — and then it sort of reaches a point 
up above where the bass would be. So 
I'll boost it at around 4.8k and then 
maybe even 10k to add the extreme 
top, then I may dish it out a little bit in the 
450 Hz region to kind of take out the 
"enormousness" of the sound. That's not 
a very good word, is it? It's not a word. 

[Laughs.] 
Anyway, it's dished out to give room for other instruments. 

Bass guitar generally lives in the 200 Hz region — the fun-
damentals are kind of happening from 100 Hz up, through 

that middle lower region of 200, 300, 400 Hz. So by dishing 
out the bass drum a little bit in the 450 Hz area and adding 
a little below and above where the bass really is, that kind of 
gives separation between the bass and bass drum 

Do you frequency-limit the bass guitar to get 
it to sit in that region? 

The bass is a very frequency-limited instrument. You won't 
find much in a bass at 10k. You'll find a good bit of energy 
maybe up at 3k, but if you start adding too much upper-mid 
to a bass guitar in that region, you're going to start wiping out 
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MUSIC CITY 

to a bass guitar in that region, you're going to start wiping out 
everything in a snare drum and an acoustic guitar. All of a 
sudden, your mix will start sounding as though it's very mid-
dle-y and piercing. It depends on the genre of music, of 
course, but that element can make a mix sound bad. 

That said, I may add a little bit of 2k, 2.8k, or 3k to the bass 
to give it some presence, and I may even add some air up 
on top in the 10k region. If I need to enunciate notes in the bass, 
it's more in the 800 Hz region, to get that sort of growl hap-
pening, or I may add a little 80 or 120 Hz to add warmth. 

I generally use very wide Qs [bandwidth] on everything. 
I don't usually get into narrow bandwidth boosting or cutting, 
because it takes the music out of most instruments, unless 
there's some real problem element to an instrument that I need 
to get out. So I usually use very wide, broad EQs and a lot of 
shelving on the top and bottom. 

On the bottom, you have to make sure that you're not 
adding subsonic stuff that's going to cause woofer excursions. 
If I see a lot of excursion on the woofer, then I'll start filtering 
something. A lot of times, it exists in a bass guitar, which can 
go quite low, but what you're seeing there is a subsonic har-
monic. That can be filtered out without hindering the sound 
of the bass at all. 

Do you typically compress bass? 
I usually don't compress bass when I'm tracking, be-

cause most of the guys in town come in with their own racks 
that usually have an [Teletronix] LA2A or a Tube Tech corn-
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pressor, and they will do that themselves. 
For mixing, I've got a JoeMeek compressor that I love — 

the original JoeMeek, which I think is an incredible compres-
sor on bass. I actually have a few JoeMeeks — I've got the orig-
inal one and I've got the SC3 and the SC4 — and I love them 
all for different things. 

One thing that's very important about low end is absolute 
phase. Maintaining absolute phase makes the biggest dif-
ference in a recording. I would suggest that everybody go 
out and buy a phase clicker and reader. The one that I have 
is made by a company called SVC, but there are a number 
of companies that make them. The clicker is a little transducer 
that emits a positive phase pulse with a built-in speaker, and 
you can either put it up next to a microphone, or it's got a jack 
that you can plug into a direct input. The reader has a built-
in mic or once again a jack, plus a couple of LEDs that read 
the pulse as either in or out of phase. It allows you to make 
sure that all your mics and all your DIs are in absolute phase 
polarity. In the home situation, it's probably even more of a 
problem, and I run into it all the time in professional studios 
— some microphones are pin 2 hot, some microphones are 
pin 3 hot, some mic panels may be wired pin 2 hot or pin 3 
hot. If your mic panel is wired pin 3 hot, or the piece of gear 
that you are going into is pin 3 hot but the mic is pin 2 hot, 
you have a 180-degree phase reversal! And there is definitely 
a difference in the way things sound — especially in low-fre-
quency sounds. 
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MUSIC 

Do you generally use the bass amp signal if 
one has been recorded? 

I think in Nashville it's generally not used, but I prefer 
to have a bass amp. I think it makes the sound more natural 
— it just kind of fills out a bass in a real way. There are a few 
guys that are using these boxes that are basically a road case 
with a speaker and a microphone built in it, and they work 
pretty well, adding some sort of speaker element to the bass, 
but it's not the real thing. 

Do you compress drums during mixing? 
I compress them a good bit when I mix. The tom tracks 

are compressed; the overheads I may limit and squash pret-
ty good. I'll compress the hi-hat to try and pull up the sub-
tleties in the playing. Usually, besides having the bass drum 
come up on its own channel, I'll take the same tape output 
and go through an 1176 and way over-compress it — maybe 
using a 10:1 ratio so I'm actually limiting it — and return it 
on another channel. I'll use a real slow attack and a very fast 
release, so it's not grabbing the transients, but it's just smash-
ing the sound. I'll mix that with the softer compressed sig-
nal of the original channel. Then I may actually create a drum 
submix and feed it to one of my other JoeMeek compres-
sors for an overall drum squeeze. 

On snare drum, I do a similar thing with another 1176. 
If there's a cross stick played, I may mult it off to another chan-
nel. That way I can gate it out to get more level, plus I can 
EQ it separately. Then I'll mute the snare channel and switch 

on the cross-stick channel at the appropriate time in the song. 
A basic starting point would be to bring up the bass drum 

and the compressed bass drum so that the VU meters are hit-
ting about -10. Then I balance the snare drum to that, and then 
I start bringing up the whole kit. By the time I get the overheads 
and toms and 
room mics up, 
the overall kit will 
be averaging 
somewhere 
around -5 VU. 

Do you set 
the kick drum 
and the snare 
at roughly the 
same level? 

Well, that 
depends on the 
song. You gen-
erally want give-and-take from the snare drum and bass drum. 
You generally don't want the bass drum to be this soft little tap 
and the snare drum knocking you toackwall,so,yeah, 
there's some sort of element of even sound pressure level from 
the snare drum and bass drum. That's a good starting point. 

This interview is excerpted from Howard Massey's new 
book Behind The Glass, now available from Miller-Free-
man Books. 
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Recording at home with XTC 
"I suppose it's all kind of 'English country gent," Colin Moulding muses. "Jolly good 

• • I • II • 

ting you down, you can hang your guitar up and just go for a walk in the garden." 
The idyllic spot Moulding is describing is Idea Studios, where he and his long-

time musical partner Andy Partridge completed the new XTC album, Wasp Star 
(Apt*? vanus Volume Two). The studio is located in Moulding's backyard, just out-
side the English town of Swindon, about an hour west of London by train. Partridge 
and Moulding grew up in Swindon and have never really abandoned their hometown 
— not even during XTC's Eighties heyday, when albums such as Black Sea, English 
Settlement, Skylarking, and Oranges and Lemons cemented the band's reputation as 
prime British purveyors of literate, challenging, post-punk guitar pop. 

Originally a five-piece rock band, XTC exists today as a recording entity composed 

of Partridge (vocals, guitar) and Moulding (vocals, bass). 
Partdridge is the author of XTC classics such as "Respectable Street," "Senses Work-

ing Overtime," "Dear God," and "The Mayor of Simpleton," while Moulding's portfolio of killer 
tunes includes "Life Begins at the Hop," "Making Plans for Nigel," and "Generals and Majors." 
So XTC have never been at a loss for songs to record. The band stopped performing live back 
in 1982, after Partridge suffered a  nervous collapse while on tour. XTC focused their energies 
entirely on the recording studio and have never looked back—since.  

"We don't even think of playing live anymore," says Moulding. "We're record makers. That's 
what we do. We concentrate on chasing the magic of records." 

The release of Wasp Star and its predecessor, last year's Apple Venus Volume One, marks 
a triumphant return for XTC. The group spent the better part of the Nineties "on strike" from Virgin 
records — XTC's label at the time. Longtime lead guitarist Dave Gregory also left XTC, somewhat 
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acrimoniously, during sessions for Apple Venus Volume One, leaving Partridge and Moulding to 

soldier on as a duo. But with a new record deal on TVT, and their own recording studio, Andy and 
Colin are back on top of their game. 

EQ: The final stages of Apple Venus Volume One were recorded in Colin's liv-
ing room, due to a lack of funds. Was that the genesis of the idea of building 
a proper home studio and doing all your records there? 

Moulding: I suppose so. We had these two front rooms at my house, which had never been 
decorated. It was my suggestion to use them for recording, to complete Apple Venus Vol-
ume One. 

Partridge: We had the mixing desk and a few bits of gear in one room, and a load of ca-

bles going across the hall to the other room where we had a mic stand and a mic, and 

an amp and a cab. That's where we made the noises. And at the end we said, "Hmm this 
home recording can be really good." And looking at Colins unused double garage and 

his adjoining coal store building, it was a case of, " Don't you think we should turn this 
into a studio? Instead of blowing a £ 1,000 a day on someone else's studio and own-

ing nothing at the end of it, why don't we throw the money at ourselves and convert 
this into a sensible, decent studio?" 

Moulding: So we bought a modicum of gear: compressors, equalizers — some 

of the Tube Tech stuff and a 32-channel Mackie 8-bus desk, which was quite af-

fordable. The most important thing, I think, is to make sure you've got decent ex-
ternal EQ if you haven't spent a lot of money on the desk. 
Partridge: We wanted a really good quality vocal mic. So we went for the [AKG] 

It makes you realize that your 
favorite records from less technically 
adept times probably had lots of 
different varieties of distortion on 
different instruments, which gave 
them that life, that animation. 

C12. And we got a Focusrite Red EQ. Not too many toys. Just enough to get good 
quality tracks that we could then take somewhere else to mix. 

Moulding: Our friend Nick Davis, who engineered Apple Venus One and Two, 

introduced us to the Otan i RADAR hard-disk recording system. We rented Nick's 
to finish Volume One, then we bought a 24-track RADAR system of our own, 

secondhand, when we built the studio to record Volume Two. 
Partridge: The editing freedom is fantastic on a digital hard-disk system like that. 

As for the sound, that's all down to those converters, isn't it? The RADAR sounds just 
like an Otan i tape machine, to me. And then you can go and move stuff around, which 
you can't do with tape. We did a lot of editing on this album, which we'd never done 

before. This is the first time we had that luxury. 

And what about the space where you installed the gear? 

Moulding: It was just a large double garage in my yard. I never kept a car in there. Full 
of junk, of course, which most garages are. And at one end of it, there was kind of a sta-

ble block attached. We thought, "We can have the garage as the main recording room; and 
we can knock through into the stable block, put a new roof on that and make that the con-

trol room The buildings were quite dilapidated really. They leaked water and had a few damp 
problems. 

Are we talking about really old buildings? 

Moulding: No. They were probably only put up 30 years ago — cheaply. So we had to put 

a new roof on. And added an extra inner wall for isolation. Then we wooded it out with a wood 
floor. There's a wood ceiling as well, and plaster walls. Wood's very good for acoustics — not 

too pingy and kind to the sound And then we carpeted the control room. 
A guy named John Hillier built it? 

Partridge: Yeah. He's Just a local builder. We had to persuade him to do certain things, like, "Can 
we make the ceiling slope in the control room?" 

And he'd say [ English country accent] "Oh aye...if you think that'll make it better. But that 
looks weird to me. Looks wrong." You know what local builders are like. But he was really helpful 
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THE ONLY INSERT COMPRESSOR YOU WILL EVER NEED 
TRIPLE•C can dcal with virtually any given source material. I he three CoMpreSSIOn techniques 

combined with an analog style user interface, presets and full MIDI automation make 

TRIPLE•C the most versatile and ergonomic Compressor on the market. Insert TRIPLE•C on a 

single channel or on a Sub group and achieve comprehensive results. 

MULTI BONO COMPRESSION 
Multi band Compression allows TRIPLE< to spectrally Compress your source material in 
three bands independently. The finesse and expression applied using TC's multi-award 
winning Compression algorithm ensures that Low, Mid and High bands processing avoid 
typical artifacts like " pumping" and "breathing" and reacts more intelligently avoiding 
overshoots and unwanted distortion. Consequently Compression becomes more 
transparent, yet more effective. 

ENVELOPE COMPRESSION 
A brand new type of TC Electronic Compression allows you to alter the 
dynamic envelope of the incoming source by changing the Attack and 
Release gain. Applying this to percussive source material will allow you to 

change the original expression and thereby create an entire new sound. 
You have never heard anything like it! 

FULL BOND COMPRESSION 
The most common form of Compression, TRIPLE•C simulates 
the best analog Compressors with the added luxury of user presets 
to achieve that " in your face" full band sound instantly. 

50 factory presets optimized for Vocals, Guitar, 
Bass. Breakbeats and more + 100 User presets. 

24-BIT 101161TOL INtool 
24-bit Digital I/0's combined with balanced 
analog I/0's allow TRIPLE•C to be used in 
both digital and analog applications. 

TRIPLE•C is available in both 
single and stereo channel versions. 
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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 Recording Workshop. 

. 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 
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• Financial Assistance 
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and he didn't charge too much. He's not a studio builder or anything. 

But, freakily enough, the room sounds really good — just by accident. 

Chuck Sabo, the drummer who played on a lot of the album, said it was 
the nicest, most flattering room that he'd ever drummed in, for the sound 
of his drums. 

Moulding: It's not a tremendous room, of course. Maybe about 22 by 
25 feet with a pitched ceiling that goes up to maybe 18 feet. You can 

put mics up in the pinnacle. It's nice to have a bit of height for the drums 
and stuff. 

There's some curtains that can be drawn right across the center of the 

room, for damping down. We had some screens [gobos] made up. We've 
got a few quilts and sleeping bags...that sort of thing. 

Following in the wake of the mainly acoustic-driven Apple 
Venus Volume One, Wasp Star marks XTC's return to full-

on electric guitar. What was your approach to recording gui-
tars in your studio? 

Partridge: Our secret weapon on this was the Line 6 Pod. Not just for 
guitars, but for bass, vocals, drums, percussion, keyboards.. . everything. 
For electric guitar we'd usually combine that with a mic right on the gui-

tar itself, which was usually Colins Fender Squire Telecaster. Whether 

it was Colin or me playing the part, we'd put maybe a Gefell or an AKG 

right up against the strings, so you could hear the unamplified sound 

of the guitar itself — the very thin, super highs that will never go down 
the pickups. Then you take a DI from that and treat it through the Pod 

in the control room. So the sound is split across the stereo perspective. 
You have this extremely bright, obscenely personal sound on one side, 

and whatever fuzzy, gooped-up sound you've got from the Pod on the 

Other side. And it's a sound that you can put your head inside — be-
cause it's stereo content. 

Did you go direct to tape from the Pod, or did the Pod go 

through an amp? 

Partridge: We went direct a lot. But sometimes the Pod would go through 
either my little Sessionette 70 amplifier or Colins Gallien-Krueger bass 

setup. The Sessionette 70 is just some crappy little amp I bought years 
ago. I think it was the cheapest in the shop. It's MOSFET technology — 
kind of a cream-colored bumpy looking thing with two 12-inch speakers. 

It's horrible. But it does add a little low-end punch to the sound if you need 

that. Like in the song "Playground," which is a mixture of Pod and Pod 
sent out through the Sessionette. 

The other thing about our guitar sounds is that we use quite a lot of 
compression on record. Even before we had the Pod, we used to com-

press the guitar signal before it went to the amplifier. Because that makes 
the amplifier work smoother. The amplifier tends not to punch itself out 

at higher volumes. 

Miking the strings of an electric guitar is actually an old 

trick. Shel Talmy did it on early singles by the Who and Kinks 
in the mid-Sixties. 

Moulding: Oh really. I'm a very big Kinks fan. It's funny you should say 

that, 'cause that's the bloody sound I was after, really, on " In Another Life." 

I tried acoustic guitar on it, and that didn't work. I wanted something more 
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Orchestra at Abbey Road to 
quick commercial music or 
television work in my home 
studio, VEGAS performs. 
I find artists, producers, and 
engineers totally amazed not 
only with the ' transparent' 
sound quality of VEGAS, but 
also its astounding ease of 
use. You really don't have to 
learn VEGAS — you just use it 
It's so intuitive it 
teaches itself to you. 
Even if you haven't had 
experience with hard- disk 
multitracking, VEGAS is for 
you. I never leave home 
without my passport, a change 
of socks, and VEGAS." 
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electric. Sort of a very steely acoustic/electric sound like Ray Davies sometimes had. So maybe 

we were following in Shel's footsteps. We've been into miking the strings for a while now. We even 
rtrt no the bass on Apple Venus Volume One. 

Partridge: Most of the guitars on English Settlement have that treatment as well. 

What did you use to generate the guitar tremolo on "Wounded Horse" [from Wasp 
Starr 

Partridge: That's the Pod as well. There are a couple of guitars there. Two of them have 

different speeds of tremolo, so they collide. You get little blank spots and little crowded 
spots. I think it has slapback on it as well. And the treatment in the mix is constantly chang-
ing. Different echoes and reverbs are being buttoned in and out — to sound sort of dis-
orientating and rather drunken. 

"My Brown Guitar" is full of nice, chiming guitar embellishments. 

Partridge: Well, there's kind of a sad story there. That song was actually completed 
during the sessions for Apple Venus One, at Chipping Norton Studios, with Dave Gre-
gory on guitar, before he left the group. 

Moulding: He kind of left under a cloud, really. Which was unfortunate. He's a very 

bitter chap, Dave. Lots of jealousy there. 

Partridge: We'd asked his permission to use his playing on "My Brown Guitar." And 
he sent us a really nasty fax one day, claiming we were ripping him off for money 

and blah, blah, blah — which we aren't. We were very upset by this. And I said, 

"That's it. Just wipe his playing off. I'm gonna redo everything," So yeah, the gui-
tars on there are kind of an attempt to orchestrate with different tones — muddy 

On a lot of records we've also done 
what we call "the homogeneous 
XTC voice." If one of us is singing, 
we'll get the other one to sing the 
same line and mix the two together. 
So you don't double track yourself. 
The other one double tracks for you. 

tones, bi ight tones, sinuous tones. But I have to say it's probably just as much a 
showcase for the Pod as anything else. This album couldn't have been made with-

out that device. You put drums through it and it gives them great bite. Or you put 

keyboards through it and it gives them a real nice, fuzzy flaring edge. 
The album is rich in little percussive sounds. Non-drum-kit sounds. Lots 

of little clicks and pops. Was the Pod used for any of those? 

Partridge: A lot of them. On "Wounded Horse" there's a tottering kind of sound — like 
a bag of nails being rattled. It's actually just a whole drum kit being played on a counter 
rhythm and then Pod-ded up. So it fits between the clip-clop of the basic, cleaner beat. And 

there's a similar kind of thing on "You and the Clouds Will Still Be Beautiful." There's a snare 
drum playing a simple back-beat, which is placed against a more ornate, Arabic kind of beat. 

And that snare drum is going through one of the amp settings on the Pod. You can find spe-

cific, narrow bands of distortion. Which means you can sit sounds on very specific rungs of 
the sonic ladder. 

Moulding: We used it to process the bass drum on " In Another Life." There's no bass gui-
tar, just this huge bass drum. It seemed to suit the song. 
Partridge: It makes you realize that your favorite records from less technically adept times 

probably had lots of different varieties of distortion on different instruments, which gave them 
that life, that animation. Your favorite Tamla records have got distorted drums, fuzzy bass, 

vocals that kick into the red and break up, distorted reverbs, shattering tambourines. But all 

the distortions go to make excitement and a beautiful, primitive kind of varnish that swills every-

thing together. Nowadays, you can record everything scientifically clean. But you find that you 

have to put the distortion back in — mix the varnish back in. So the Pod was a Godsend — a 
Pod-send! 

How do you work out those great XTC vocal arrangements — the contrapuntal stuff 
and all? 
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Partridge: There are several good rules for harmonies. We 
tend to place vocal harmonies lower in the register than the 

lead line, because your ears are always drawn to the high 

line. And if you place harmonies higher than that, your ear 

will be drawn to those. So we tend to place them lower. It's 
a bit of an old Beatles trick, that. More of a George Martin 

trick, actually. 
Colin sings the high parte and Andy does the 

lower bits? 
Moulding: Yes. Always have. I do the very high ones and 

falsettos most of the time. Andy tends to do the very low 
ones. On a lot of records we've also done what we call "the 

homogeneous XTC voice." If one of us is singing, we'll get 
the other one to sing the same 

line and mix the two together. So 

you don't double track yourself. 
The other one double tracks for 

you. And you get this homoge-

neous XTC voice, 'cause our 

voices can be very similar. If you 
come from the same place and 

have the same accent, some-

thing must grow out of it. 
Partridge: In harmony vocals 

and contrapuntal vocals, be 
very aware of taking away all 

the frequencies you don't need. 
Otherwise they'll crowd in on 

the other instruments. You don't 

need lows on vocals. They just 

really ruin the tom toms, the 

bass drum, the deep end of the 
piano, etc. It's the same thing 

with acoustic guitars — all the 
lows gotta go. The common 

mistake is to say, "Oh let's 

make the acoustic guitar rich 
and boomy." And boomy just 

ends up being unworkable. So 

get Tid of a11- those lows7-You 
don't need them. Go for that 

narrow bandwidth, so you can 

slot each sound in, like a video-

cassette going_into  that little 

slot. 
Now that Wasp Star is 

completed, have we 
reached the end of the 

stockpile of songs you 
amassed during the strike 

from Virgin? 

Partridge: Well, there are more, 

but I don't think we're going to 
record them. I think we've used 

the cream of those songs. So I 
  _just wanna clear  the decks. 

Now that the whole project is fin-

ished, I have this glorious blank 

page in front of me. 

Moulding: It's a relief that we 
got to realize everything we 

hoped we would two years ago. 

I honestly don't know what we're going to do in the next few 
years. Which is exciting, but also kind of frightening. 
Has owning your own recording studio given you 
more leverage from a business standpoint — the 

workers owning the means of production? 
Partridge: It certainly saved us a hell of a lot of money. Rea-

sonable studios in England work out to £ 1,000 pounds a day, 
with tape fees and stuff. So if you spend three months in a 

studio.. well, you cari do th ë math. We built and equipped 

our studio for about £60,000. Which is the cost of like two 
months in a [commercial] studio. And, at the end of that, you 

don't own that studio. So is it an advisable move to build your 

own studio? I think so. 

GAIN 
Its not just boosting the signal level. irs adding 

warmth, increasing presence. and amplifying the 

essence of your music. It's embracing the signal. 

Bellari products have gain. Itellari products are 

gain. With Bellari products VIM: gain. 

Sure - our attic preaunps have transformer balanced inputs, 48 

Volt phantom power. and phase reverse: our compressor/limit-

ers have opto-coupled detector circuitry. our sonic exciter has 

phase adjustment and spectrum correction encoding, and our 

direct box has a variable input pad. Yes. all Bellari products 

have high-voltage plate %oltages for that authentic tube sound. 

but the reason to use Bellari products is... 
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SUMMER 
N 
BY HOWARD MASSEY 
8,z CRAIG ANDERTON 

SHOW REPORT 

THIS YEAR'S SUMMER NAMM SHOW HELD FEW SURPRISES, 

OTHER THAN THE NASHVILLE WEATHER (USUALLY BRUTAL IN 

JULY) BEING RELATIVELY BENIGN FOR A CHANGE. NOT NEAR-

LY AS BIG AS THE WINTER NAMM, THE SHOW APPEARS TO BE 

EVOLVING INTO A GUITAR-CENTRIC EVENT. ANOTHER FACTOR 

LIMITING THE NUMBER OF NEW AUDIO PRODUCT RELEASES 

IS SUMMER NAMM'S PROXIMITY TO THE AES SHOW - MANY 

MANUFACTURERS PREFER TO TAKE THE LUXURY OF THE EX-

TRA TWO MONTHS TO FURTHER DEVELOP THEIR IDEAS AND 

THEN MAKE THEIR OFFICIAL ANNOUNCEMENT AT THAT 

VENUE. BE THAT AS IT MAY, SUMMER NAMM 2000 STILL MAN-

AGED TO SHAKE LOOSE SOME INTERESTING NEW GEAR. 

.  
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AUDIO INTERFACES AND CD/MD 

RECORDERS 

TASCAM entered the computer card market with the 
Mac/Windows-compatible PCI-822 computer interface 
card. Priced at $369, it comes bundled with GigaSampler 
LE and incorporates an eight-channel TDIF multichannel 
connector, breakout cable supporting S/PDIF coax in/out, 
two MIDI in/out ports, and BNC word clock. And the rack-
mount TASCAM CD-D4000MICII CD duplicator ($ 1,299) 
creates audio or data CDs at 1/2/4/6 or 8X speed from the 
onboard CD-ROM drive to the built-in CD-R drive. 

Not to be outdone, the new Sony CDR-W33 CD-R/RW 
recorder ($799) includes their Super Bit Mapping process, 
as well as 32-48 kHz sample rate conversion, 24-bit A/Ds and 
D /As, and onboard parametric EQ and limiting. CD-Text 

Sony CDR-W33 CD-R/RVV Recorder 

• soNv 

support allows disc/track names to be displayed and entered 
from the front-panel AMS controller, the supplied remote 
control, or even from an optional PC QWER1Y keyboard. I/O 
includes coax and optical digital, as well as analog unbal-
anced phone jacks. Sony also showed two new portable 
MiniDisc recorders: the MZ-R70 ($279.95) and MDS-
1B940 ($480), aimed toward casual and pro applications, 
respectively. The MZ-R70 plays back for 17 hours with a AA-
size battery and includes two headphone jacks for listening 
with a friend; the MDS-113940 offers coax and optical digi-
tal I/O, pitch control, wireless remote, and a function that 
can scale track levels after they've been recorded. 

DIGITAL MULTITRACKERS 
What can $ 1,399 buy you these days? A lot. For example, it'll 
snag you a FostexVF-16 16-track digital multitracker, which 
integrates 16 tracks/eight virtual tracks of recording (with no 
data compression) with a digital mixer that has both balanced 
and unbalanced ins. Other features in-
clude a waveform display, SCSI interface, 
three-band EQ with parametric mid (per-
channel and master), two channel com-
pressors, master compressors, two effects 
sends, 100 mix scenes per program, dual ef-
fects processors (reverbs, delays, pitch shift, 
chorus, etc.), ADAT I/O, WAV file im-
port/export, and S/PDIF out. 

In the "It Had to Happen Sometime" 
category, TASCAM unveiled the first-ever 
hard disk-based Portastudio. Costing little 
more than some original four-track analog 
cassette models —$1,149, to be precise — 
the Portastudio 788 delivers six simultane-
ous tracks of 24-bit uncompressed record-
ing and eight tracks of playback from its 
internal hard drive. There's also an eight-
channel main mixer, six-channel submixer, 
and eight-channel cue mix. I/O includes four 
mono TRS phone jack balanced ins, one 

stereo in via two TRS phone jacks, stereo out, monitor out, 
stereo aux out, and coax S/PDIF digital out. Each mixer chan-
nel has high and low sweepable shelving bands, parametric 
mid, and aux and effect sends. Other features include two in-
temal effects processors (with three libraries of 128 presets), 
250 virtual tracks per song, waveform display for editing, auto 
punch in/out, multi-take function, CD backup/mastering 
with optional CD-R drive, forward/reverse jog scrubbing, 

pitch control, MTC sync, SCSI port for external 
hard disk, 10-scene memory per song, and a 
built-in metronome. 

Like the VS-880EX, Roland's new VS-890 
digital audio workstation ($1,995) is an eight-
track/ 128 virtual track digital hard-disk 
recorder with integrated effects processing and 
automated digital mixing capabilities, but 
also features 24-bit A/ D-D/A converters and an 
improved CD writing mode with mastering 
menu (CD writing requires the optional Roland 
CD Recording System). 

The Zoom PS-02 palmtop studio ($625) is 
an affordable studio-in-a-box/songwriter's com-
panion that provides sequenced drum and bass 

backing tracks, along with the ability to record three audio 
tracks (or one stereo+one mono) onto a SmartMedia card. 
Other features include track bouncing, chromatic tuner, 
punch in/punch out, and a multieffects section based on 
Zoom's GM-200 Guitar Amp Modeler (which includes vocal 
effects useable with the PS-02's built-in dynamic mic). The 
GM-200 itself ($309.99) emulates 11 different amp types, as 
well as offering chorus, tremolo, tape echo, spring reverb, and 
variable output character that controls ambience and mas-
tering effects. A gain switch accommodates guitars with 
active pickups, and a stereo mix input allows adding in sig-
nals from CDs, recorders, etc. for play-along applications. Last 
but not least, the compact Zoom 50511 ($144.99) signal proces-
sor offers 33 effects, arranged as seven modules, with nine 
effects available simultaneously. It includes 36 programma-
ble patches, noise reduction, a control pedal input, tuner, and 
line/headphone out; a similar device, the 50611 ($144.99), is 
designed for bass. 

Roland VS-890 Digital Audio Workstation 
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PROCESSORS ANO PREAMPS 

Project studio-oriented signal processors continue to proliferate. The ART Tube 
MP Studio ($149) offers an output brickwall limiter and VU metering of both 
output level and gain reduction. Other features include +48V phantom pow-
er and phase reverse switch, XLR and 1/4-inch ins and outs, and variable in-
put and output gain controls. The ART HPFX is a headphone monitor system 
designed to solve the latency problems in computer-based systems. The Even-
tide DSP7000 Ultra-Harmonizer is a new high-end stereo processor that in-
cludes over 500 factory presets; 150 user presets that can be stored internal-
ly, and hundreds more that can be saved on removable PCMCIA cards. It 
provides both analog and digital I/O, converting at 96 kHz with 24-bit reso-
lution. Retro fans will appreciate the ToeMeek Trident MT-A Series dual dis-
crete channel ($3,199). This preamp is based on Trident's original "A" series 
design from 1973. The input stages use a transformer for a "warm" sound, along 
with phase reverse, phantom power, three high-pass and three low-pass fil-
ters, and discrete class A amplifiers with true inductive four-band EQ (±15 dB 
boost/cut with four switched frequencies per stage). 

The Apogee Trak2 mic preamp/converter system ($3,995) is a combina-
tion two-channel A/D converter and high-quality mic preamp. Features include 
90 dB of gain, front-panel XLR/ 1/4-inch high-Z instrument inputs (making it 
an ultra-cool, if pricey, guitar DI box), and rear-panel XLR ins. There's also a 
switchable Soft Limit process to maximize recording levels without overs, switch-
able Soft Saturate process for analog tape emulation, and two Apogee Multi-
media Bus slots to accommodate Pro Tools, ADAT, TDIF, etc. digital signals in 
addition to the onboard AES/EBU out. Resolution is 24 bits, with 44, 48, 88, or 
96 kHz sampling rates. [See the First Look on page 22 for more information.] 

Earthworks countered with their 1024 four-channel mic preamp 
($3,500). Not only does it have exceptional specs, but each channel also fea-
tures a stepped gain switch (from 5 to 60 dB in five dB steps), 48V phantom 
power switch, standby switch, and polarity reverse. I/O consists of XLR bal-
anced transformerless inputs and both XLR and 1/4-inch outs. 

KEYBOARDS, SYNTHS, AND CONTROLLERS 
On the keyboard front, Korg's re-issued 61-note CX-3 combo organ, housed 
in a very familiar-looking wood cabinet, uses modeling technology to emulate 
the original 1979 design. It features 128 programs that cover a wide range of 
organ sounds. Two different tone wheel sounds are provided (Vmtage and 
Clean), and it can even add the mechanical noise generated by the tone wheels 
as well as control the tone wheel overtone levels. Control is also available for 
keyclick (both down and up) to simulate the dirty key contact sound of older 
instruments. There are two sets of nine drawbars; with a Split Mode setup, each 
set of drawbars is assignable to either upper or lower sounds. The OC-3 also in-
cludes dynamic overdrive, rotary speaker, classic tube amp sound, or preamp-
only signal (for connecting to a genuine wood cabinet rotary speaker). Also new 
from Korg is the Triton-Rack ($2,500), essentially a Triton in 2U rack format. 
New features include an increased number of program and combination lo-
cations (2,057 programs and 1,664 combinations of up to eight timbres each) 
along with significantly more expansion and digital I/O possibilities (up to eight 
PCM expansion boards, 96 MB of sample memory, S/PDIF I/O, optional six-
channel ADAT optical output, and, perhaps most intriguing, future support for 
the mLAN audio/MIDI standard). 

Korg CX-3 Combo Organ 
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SUMMER 

New from Clavia is the Nord Lead 3. It's still red, but 
this 20-voice keyboard synthesizer offers several im-
provements over previous models: six waveforms for the 
two oscillators per voice, two-multi-mode filters in the fil-
ter section, and additional modulation options (three LFOs 

and envelope generators). But the most obvious addition 
is the bright ring of red (of course!) LEDs around each 
rotary control to indicate parameter value. The E-mu 
Planet Earth sound module specializes in world music and 
ethnic sounds, particularly African, Brazilian, Japanese, and 

GROOVINL. IN 
Many new products fur therOremixer/producer were either an-
nounced or released at %miner NAMM, with most companieS 
having even greater aspirations for September's ALS show in 
Lus Angeles. A few distinct trends mught my eye as I walked 
the show floor in Nashville, First off. manufacturers are scram-
bling to find an adequate method of emulating the sound of a 
turntable scratch on eh ' ewes' model cn players. Numeric, 
TASCAM, and American DJ all showed digital scratching ve-
hicles, Second, the loop is here to stay in this age of computer-
driven tenth< arid production facilitieS, the creation and ma-
r ripulatior of sound loops has become e profitable game. Many 
of the new products aimed at our ir harket are designed to make 
loops Liu' ter. r riore eclectic, and more Interchangeable. And 
it's bet-midi y clear thal not all of today's DJS USe only records 
and CDs in their mix. More live elements are being included 
as the gap between DJs and musicians contini les to erink. 
Let's take a look al sot r ie of the key DJ/groove prOaUCtS at this 
year's show. 

Yamaha led the way, snowing several impressive new 
ten r. TI reir SU200 Loop Factory allows for real-time manip-
ulation of loops and WAV files, AA well as providing a good va-
riety of os iboard effects. The company also demonstrated their 
A4000 and A5000 sali iplirig units. These feature 64-note and 
126-note polyphony, respectively 

Electrig, famous for its outboard effects processors, 
showed the beta version of a new loop-based controller, the Re-
peater. This impressive device will begin shipping shortly af-
ter AES 

TASCAM entered the DJ market in enviable fashion with 
its new c-302 dual-CD player The i Inn features sample and 
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choice@hothousepro.com 

NASHVILLE 
loop functions, and can bo split into two separate portable units. 
I he CD-302 even features automatic tempo sync and beat sync 
controls, which make mixing simple. 
• Roland debuted their EF-303 groove effects, a highly 

functional table-top effects processor that gives DJs and elec-
tronic musioiano an arsenal of powerful dance-music friendly 
effects — including a DSP synthesizer and step modulator. 
These effects can easily be integrated into either live performance 
or studio applications. 

Stanton introduced their DJ Pro 60 headphones, a light-
weight. folding stereo headphone The company also showed 
its STR8-50 turntable, a remarkable belt driven unit that can eas-
ily handle the stress of scratching and back-cueing. Best of all, 
this straight tono armed unit retails for around $150. 

American DJ took a huge leap toward the digital emu-
lation ot the turntable scrateh phenomenon with the release of 
its Pro DJ CD player. This unit makes scratch manipulation of 
CDs a snap! 

É-mu showed their new Xtreme Lead-1, a powerful 
module that contains an incredibly diverse array of dance 
sounds, filters, and rhythmic capabilities. The unit has 64-voice 
polyphony on up to16 MIDI channels. 

I he best is yet to come for the DJ community as more man-
ufacturers enter this rapidly growing market. This will benefit us, 
the end users, as produoto become more specifically geared 
to our needs and increasing competition drives prime down. 
I'm glad to report that manufacturers are taking DJs seriously 
and devoting a considerable amount of research and devel-
opment to products intended for our market. 

Russ Mikowski (DJ Russ Reign) 
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at a lower price. 
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Celtic instruments. Likewise, the E- mu Virtuoso 2000 vir-
tual orchestra features a wide variety of orchestral sounds. 

On the drum front, the Roland Studio Set ($2,595) 
is an electronic percussion kit that combines the V-drums 
TD -8 percussion sound module (1,024 drum and per-
cussion sounds and 262 backing instruments) with 
three PD-9 10-inch dual-trigger pads (for snare, floor tom, 
and ride cymbal), four PD-7 7.5-inch dual-trigger pads (for 
hi-hat, rack toms, and crash cymbal), a KD-7 kick trigger 
unit, FD -7 hi-hat control pedal, plus a custom studio 
stand including all necessary mounting hardware. 

GUITAR PROCESSORS AND IWOOEIJNO 
The folks at line 6 have obviously been working overtime. Hot 
on the heels of their Bass Pod (reviewed in our August issue) 
comes the Bass Pod Pro ($799.99), a 2U rackmount that adds 
several new models, AES/EBU and S/PDIF digital outs, effects 
loops, and a line-level input and output (for re-amping or pro-
cessing non-bass sources). Also new from Line 6 is the DM4 

distortion modeler ($349.99). Featuring 16 models of classic 
distortion effects (with 24-bit processing), four programma-
ble presets, true bypass, and bass/middle/treble controls, the 
DM4 comes in an all-metal, gold-colored retro-style chassis 
that matches other Stomp Box Modeler series devices. Finally, 
the Spider 212 combo amp ($899.99) offers 100W stereo 
operation into 12-inch speakers, with sounds from the Line 
6 collection of amp models. Other features include a head-
phone/direct out for practice or recording, four program-
mable channels (expands to 12 channels with the Floor Board 
accessory), and effects (delay, ping pong, tape echo with tap 
tempo, flange, chorus, tremolo, and reverb). 

In a similar vein, Roland unveiled their VGA-7 guitar 
amp ($1,699), a 65-watt-per-channel stereo modeling 
combo amp with two 12-inch custom speakers and two 
hiel-frequency horn drivers, all powered by a V-Guitar tech-
nology processing engine. Requiring a "Roland-ready" gui-
tar with a 13-pin divided pickup, the VGA-7 offers 20 amp 
models, three-band EQ, modeling of several guitar types 

4."44 14- —ge %re r ig WhiwinivirdWiling 011.1 Pus Igva. 

AT SUMMER NAMM 
I'd never attended a NAMM show, or even been to Nashville, 

so I was quite jazzed when EQ's fearless leader, Mitch Gal-
lagher, offered me the chance to attend the Summer 2000 

NAMM. While Si immer NAMM ic traditionally a sr rialler show 

than the big Winter NAMM bash in California, there was still 

plenty to see and hear. Here's what I noticed. 

There's suddenly a remarkable selection of good-qual-

ity microphones at affordable prices. A fresh wave of im-
ported mid-to-large diaphragm condenser mics have shook 

up the industry, and major manufacturers are responding 
by giving us better quality at lower prices. AKG's 
C20006 is a good example: A medium-diaphragm mic 

based on their popular C3000 circuitry, assembled in Aus-

tria, held to AKG's standards for quality control, and at an 

MSRP of S299 (There are; of course, other good examples 
from Shure, Audio-Technica, and a new mic from CAD 

that looked pretty slick, although I didn't get a chance tu hear 
it.) Now the project pro can afford to own more good irii-

crophones, and have the luxury of choosing mics to fit a 
voice or instrument. I'm excited to see what else is coming. 

If you thought you were having trouble choosing a mul-

titrack recording format last year, it's only going to get worse. 
The number of choices is completely off the hook. Stand-alone 

multitrackers that do everything from front-end instrument pro-

cessing to hi ailing master CDs seem to be the l lot item: I was 
particularly impressed with Yamaha's AW4416. Sixteen 
tracks of simultaneous 24-bit recording (with eight virtual tracks 
available on each track), 02R-style automation, card slots for 

Interfacing with ADAT, TASCAM, and AES/EBU, built-in sam-
pling pads, and a Yamaha CD-R drive...far too many features 
to list, and at a Suggested list of $3,799. If you already own 
a computer, TASCAM's US-428 (previewed in the August 

issue of EQ), looks to be a very cool unit, and the TASCAM 

guys tell me that most major digital audio software manu-
facturers are writing drivers that will let you use the unit as a 

control surface. Not to mention stuff from Roland and Mack-

ie, and, well, you get the idea. 
The object with the highest drool factor for me was the 

Sony DMX-R100 digital mixer, shown in a near-completed 
fashion in Sony's perch overlooking the main floor. At $20,000 
list, it ain't cheap, but the automation features are dazzling ( it 

works like the big boards do, with inductive touch-sensitive 
taders) and the physical design is wicked cool. 

So much digital amp modeling, $.0 much al gear bathed 

in smoke and lights, so many guitars...I remember being im-
pressed by the new Fender American Series, but, finally, 

the cacophony generated by 100 guitarists, 73 bass players, 
and 42 drummers all playing every lick they knew at Mach 3 

drove me out to check out Nashville. If you think you're a pret-
ty good guitar player, you should stroll along Broadway some 

Friday or Saturday night. The street is lined on both sides with 

skinny little taverns, each one with a band crammed into a cor-
ner near the door. Each band features a country cat who can 

flat wail, and these guys are playing for tips. 

All in all, a great time. Can't wait until next year. 
—Jim Bordner 
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(including electric, hollow-body, and "guitar-meets-synth" 
sounds), and four independent effects processors with 15 
of Roland/Boss's most popular effects algorithms. There are 
80 preset and 80 user patches, foot pedal and expression 
pedal inputs, and stereo line outs for recording. 

Speaking of guitar amps, Peavey unveiled their Trans-
former 212 ($949.99). Unlike digital modeling amps, the 212 
alters circuit characteristics in the analog preamp and pow-
er amp to model 12 different amp types. There's also reverb, 
delay, five types of modulation effects, effects loop, 32 pre-
sets, and two 50-watt TransTube power amps for driving the 
stereo speakers. DigiTech were showing the RP100 model-
ing guitar processor ($129.95). This little puppy concentrates 
on effects — 25 total, and 10 available simultaneously, with 
three adjustable parameters per effect. It also includes a 
Rhythm Trainer (drum pattern player), chromatic tuner, 40 
factory/40 user presets, stereo outs, headphone out, and ex-
pression pedal input. The Koch Load Box ($399) is a 50-watt 
power attentuator (available in 4-, 8-, and 16-ohm versions) 
that reduces your tube amp's output power to small club, re-
hearsal, or bedroom levels (it also allows you to monitor 
through headphones). It includes both line and balanced DI 
outputs; speaker simulation selects either a single guitar 
speaker or the added low-end boost of a 4x12 cabinet. Koch 
also debuted their Pedaltone, a four-channel tube guitar pre-
amp cleverly disguised as a stomp box. 

LIVE SOUND 
Mackie announced two new mixers: the SR244 VLZ Pro 
and the SR32.4 VLZ Pro. These updates of the SR24.4 and 
SR32.4 sound reinforcement consoles now include XDR 

continued on page 152 
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"Eat your vegetables, brush your teeth, and backup your 
data!" These are reminders we've all heard too many 
times. Although many of us do the first two almost in-
stinctively, it's a safe bet most of us don't back up our 
data as religiously! Be honest. How many times have you 
lost irreplaceable material because you didn't spend the 
time to properly back up your files? At worst, your lazi-
ness has cost you a gig or a studio project. At best, it's 
wasted hours of time and caused you and others a 
tremendous amount of frustration. This article isn't 
about whether or not you should backup your data — 
that's a given. It's about the different hardware systems 
available today for backing up, storing, arranging, and 
archiving data. 

TAPE DRIVES 
Tape was actually the first storage medium used by com-
puters. Now tape has come full circle as a popular sys-
tem for computer storage, albeit, in a much different 
form. There are a number of popular tape backup sys-
tems available today. Among these are QIC/Travan, data 
DAT/DDS, AIT, DLT, and Exabyte. 

QIC (Quarter-Inch-Cartridge — Travan is Imation's 
version of QIC), is among the least expensive tape-based 
backup solutions. The newer versions, such as Travan-
5, have capacities up to 10 GB uncompressed or 20 GB 
compressed on a single cartridge, with transfer speeds 
up to 1 MB/sec. 

BY BOB BUONTEMPO 



AN INTRODUCTION TO 
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TECHNOLOGIES 
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storage per 
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DDS, which stands 
for "Digital Data Storage," 
uses 4mm Digital Audio Tape 
(DAT) for data storage. Several versions 
have been released; the current version, 

DDS-4, can store up to 20 GB (40 GB compressed) on 
a single tape at speeds up to 2.4 MB / sec. DDS uses 
hardware data compression, making it faster than 
software-based compression schemes. Depending on 
the DDS version, data DAT drives run in the $600 to 

$1,100 price range, making them a reasonably af-
fordable backup option. 

Sony's AIT uses ALDC technology, which typically 
yields a data compression ratio of 2:6:1. It uses 8mm 
tape cartridges and employs a helical scan recording 
head. AIT-2 can store a maximum of 50 GB of un-
compressed data and 130 GB of compressed data. The 
data transfer rates are 6 MB/sec uncompressed and 
15.6 MB/sec compressed. Typical list price for AIT is 
around $2,200, while the AIT-2 runs in the $4,300 
neighborhood. 

Quantum's DLT (Digital Linear Tape) drives utilize 
DLZ data compression, which typically yields a ratio of 
2:1. The Quantum DLT 8000 can store a maximum of 
40 GB of uncompressed data, and 80 GB of compressed 
data. Its data transfer rate is 6 MB/ sec uncompressed 
and 12 MB /sec compressed. Quantum also makes sev-
eral other DLT models: the 2000, 4000, 4500, 4700, and 
the 7000. The DLT 8000 offers the highest storage ca-
pacity of these. Typical list prices for DLT drives range 
from $2,000 to $6,000, depending on the model. 

Another 8mm tape format, Exabyte Mammoth 
drives, use IDRC compression, which typically yields 

a data compression ratio of 2:1. These drives can store 
a maximum of 20 GB of uncompressed data and 40 GB 
of compressed data. The Exabyte Mammoth's data 
transfer rate is 3 MB/sec uncompressed and 6 
MB /sec compressed. This drive weighs in with a street 
price of $2,600. 

DATA CARTRIDGES 
Data cartridges are easily trans-

portable and removable devices that can 
hold a relatively large amount of data rather 

inexpensively. The most common types are 
Zip and Jaz, but there have been a number of differ-
ent types produced over the years, and new formats, 

Here at Microsound, my project studio, I use multiple formats (Win-
dows/Mac computers, MasterLink, DAT, and multitrack ADAT tape) 
that all need backing up, so I use different strategies 

Computer Files: Temporary and small files are saved on 100 MB 
Zip disks These are good for the "backup du lour while work is in 
progress, although they no longer have enough capacity for many 
projects Larger f Iles go to CD-RW, and archives go to CD-R. As I don't 
completely trust recordable CD media, I make at least two copies of 
each I also make copies that I send to friends as a sort of "remote 
backup 

MasterLink Files: MasterLink is essentially self-archiving for pro-
jects recorded into its hard disk It's also the obvious choice for 
24-bit backups, although, so far, that's not a big part of what I do 

Audio Files: Some are saved as WAV or AIFF files on CD-RW or 
CD-A. But I also run the audio to two tracks of an ADAT tape This 
gives me a total of four hours of stereo audio backup, or eight hours 

mono (useful for backing up samples) per tape Because I have two 
ADATs, it's easy to clone the tapes for extra safety copies 

DAT: DATs get backed up to ADAT as well Thanks to the ease with 

which you can clone ADAT tapes, I find their long-term reliability is 
superior to DAT 

Multitrack Tape: Since all multitrack tape work is done on ADAT. 
I simply clone tapes for backup —Craig Anderton 

Craig Anderton is EQ's technology editor and the creative director of 
MusicPlayer com in addition to leading a busy project studio life 
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Record 24 tracks of 24-bit audio*. Edit from the 
front panel or on your computer. Interface with 
your DAW system. Backup to your favorite media. 
Make records. Be famous. Have fun. 
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With the TASCAM MX-2424" 24-Track Hard 

Disk Recorder/Editor, you might get more than 

you expected. Though it's hard to imagine 

getting much more from a recording system. 

Any system. 

Start with 24 tracks of 24-bit/48kHz digital 

audio. Take your choice of 24- bit analog, TDIF, 

ADAT or AES/EBU optional I/O modules.. digital 

and analog interfacing available simultaneously, 

of course. Use the front- panel drive bay and 

fast/wide SCSI port to extend recording time 

with external hard drives and create backups 

with tape drives and DVD-RAM. Get file format 

and drive compatibility with your favorite DAW 

system on Mac and PC. 

TASCAM MX-7424 

• 12 tracks of 96kHz recording available later this year 

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

Time to edit? No computer required. All the 

controls you need are right there on the front 

panel. Or get visual editing and transport 

control with the included ViewNet MX"graphic 

user interfacing software. Need more tracks? 

Chain up to 32 machines for a huge integrated 

system with true single sample accuracy. 

Surprisingly affordable, incredibly powerful, 

feature-packed and (most importantly) 

unbelievably great sounding. And ( alas), far too 

cool to give you everything you need to know 

on this page. So go to wwvv.tascam.com for the 

whole story. Because the more you find out 

about the MX-2424, the more likely you'll be to, 

well, uh...buy one. Available today at your 

authorized TASCAM dealer. 
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The MX-2424 (shown with optional IF-AN24 

analog I/O and IF-AE24 AES/EBU multichannel 
digital I/O) features built-in SMPTE Sync, MIDI 

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

TASCAM 
a whole world of recording 

All copyrights are the property of the, 'es:Der-h., hc'ders 
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AN INTRODUCTION TO 

DATABACKUP 
T.E.C.H.N.O.L.O.G.I.E.S 

At my composing studio, we have four or five Macs on an Ethernet network. There's about 60 
to 75 GB of disk storage t looked up to the computers, of whicl I 35 to 40 GB are tilled with vari-
OuS kinds of files We follow some basic data management rules: 

1. Everything gets backed up several times. This includes system folders, application files, and 
preferences — everything. When we're finished with a project, we burn a stack of Co-Rs and 
then burn a second safety stack. 

2 I make copies of all the samples that I'm using and dedicate them specifically to each pro-
ject. It's safer to do this thar I to have one ample serve multiple projects. If you edit a sample that's 

shared between projects, when you go to reconstruct an earlier piece, you're lost because the 
sample's been changed! 

3. With my Yamaha 02R, I use Project Manager Pro software to edit and memorize most (alas, 

not all) of the mixer settings: I do a complete data dui lip I rot only for each project, but, if it's a 
film score, for every cue. 

4. Daily backups are handled by a Glyph DDS-3 data DAT. The computers are signed on to the 

network at the end of the day and backed up to the data DAT. In addition, projects in progress 

are backed ip to a project data DAT. This happens dut illy downtime, lunch, etc. 

5. Offsite storage can be an important safety precaution, although I'm not religious about it. I should 
store a copy of everything offsite, but let's face it — if I followed every backup commandment, 

I wouldn't have time to compose anything worthwhile enough to back up! —Richard Einhom 

$10 and $17, respectively. As 
far as compatibility, 250 MB 
drives can read 100 MB disks, 
but the reverse isn't true. 

Also from Iomega is 
the Jaz drive. Available in 
1 and 2 GB versions in in-
ternal and external config-
urations, these drives offer 
performance very close to 
some hard drives, with the 
convenience of portability. 
Jaz drives require a SCSI 
supported interface. With 
better performance and 
more storage space, the 
cost of these drives is still 
only between $280 and 
$350, depending on the 
model. Jaz disks cost $ 100 
to $ 125 depending on their 
storage capacity, and, like 
Zip disks, can often be pur-
chased in multi-packs at a 
discount price. 

SWAP PABLE 
  HARD DRIVES 

In a survey on the EQmag. 
corn forum boards asking 
about the popularity of var-
ious storage and backup 
devices, swappable hard 

drives came up as one of the most popular, especial-
ly with some of the new, external hard drives offered 
by companies such as Glyph. Many people who use 
Pro Tools or similar systems have to shuttle data from 

rOffnerly d Iecord prodUCOr tor artists ouch as Ye Yo Ma, MerecillitMonk, arid Isaac Stern, Richard 
Einhorn is now a noted film and classical music composer. His credits include the "opera with silent 

f ilm" Voices of Light. orchestra pieces. numerous film scores, song cycles, chamber works, and a 
ballet (www.sonyciassical.coiniartists/einhomi or onow.richardeinhorn.com). 

such as Castlewood's 2.2 GB Orb continue to show up. 
The Iomega Zip drive is available for practically any 

computer configuration. External Zip drives are available 
for USB-, parallel port-, and SCSI-equipped machines, or 
you can get internal drives 
with IDE/ATAPI support. 
Iomega also makes an in-
ternal drive for most pop-
ular laptops. All drives ex-
cept the internal notebook 
units are available in both 
100 and 250 MB versions. 
(The notebook model is 
available in a 100 MB ver-
sion only.) Additionally, 
USB models give you the 
convenience of being able 
to "hot-swap" the drives, 
which simply means that 
you can hook and unhook 
the drive without having 
to power down first. De-
pending on the model, a 
Zip drive will cost between 
$100 and $180, with the 100   
and 250 MB disks costing 

. • 

I have to admit: Given how long I've been working with DAWs, it took a little too long for me to realize 
the importance of backing things up. In 1988, when t bought my first computer-based audio record-

ing/editing system. backup consisted primarily of either MO (Magneto Optical) drives or DDS-1 DAT 

tape. Neither was extremely reliable or affordable. At the time, the price was so high that I had to lease 
my first backup drive! What prompted my decision to buy an MO system was the fact that I had an 

external 675 MB hard drive go down with an entire album on it. Whoops! Forgot to back up.... 
More than 10 years later. I absolutely understand the importance of backing up computer data. 

I regularly backup every computer that I own (business, personal, or music-related). I use DDS-3 tape 
for my home and office backup because it's fairly robust, has an uncompressed capacity of 12 GB, 

and is pretty reasonably priced (although that's the least of my concerns — kind of like searching for 

the cheapest brain surgeon — no thanks!). As for my Pro Tools systems, I use both Retrospect and 

Mezzo software controlling a CD-R. 2 GB Jaz drive, and DDS-3 and AIT-2 tape drives. The reason 

for all of the software and hardware is that I get different formats from different clients and I need to 
be able to restore anything at any time. The great thing about both Retrospect and Mezzo software 
is that they support multiple backup drives being online at the same time. If I had to choose one for-

mat. it would definitely be AIT-2. This medium is robust, can store 50 GB of uncompressed data. and 

is very fast ( its transfer rate is over 300 MB/min). —David Frangioni 

David Frangioni is the author of EQ's Studio Tech column, as well as a noted studio consultant, record-
ing engineer, and surround sound pioneer (www.audio-one.com). 
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HIGH-SPEC HARDWARE. 
DEPENDABLE DISCS. 
HHB CD-R DELIVERS. 

CDR748 CDR801-1 

HHB CD- R. There's no safer place for your recordings. 

HHB CDR850 and CDR850 PLUS CD recorders are 

solidly built and fully equipped for professional studio 

use. And our audio-optimized HHB CD-R and CD-RW 

discs use advanced recording dyes and protective 

coatings to ensure consistently high performance 

and a secure archival life of up to 200 years. 

MODUCtIl 

CDRW74 CDRW80 

New 80 minute CDR80 Silver 
50 disc ' Cake Pack' 

PROUGSMNAL 

HHB CD-R technology is easy to use, and exceptional 

sound quality has helped to make it the first choice 

of leading audio professionals and major studios 

the world over. 

So don't take risks with your own valuable 

recordings. 

Insist on HHB for CD-R technology that delivers. 

CD11741 CDR741 CDP.74 P CDR1I30 _ . 1  CDRY180 

HHB CD-R media is developed and manufactured specifically for professional audio use. 
The range includes 74 and 80 minute CD-R, CD-Rw, printable and bulk packaged discs. 

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

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

HHB Communications Ltd • 73-75 Scrubs Lane, London NW10 6QU, UK 
Tel: +44 20 8962 5000 • Fax: +44 20 8962 5050 • E-Mail: sales@hhb.co.uk 

www.hhbusa.com 
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AN INTRODUCI1ON TO 

DATABACKUP 
T.E-C.H.N.O.L.O.G-I.E.S 

In the future, the storage devices will be little crystals you put in a reader, like in a Superman or Star 
Trek movie, right? 

Actually, that's not as far-fetched as it seems. Scientists are working on storage devices such as 

bubble memory, Carbon-14 memory, even biological DNA memory. Until those systems hit the streets, 

here are a few soon-to-be-available mediums. 

C3D 

The C3D is a CD-sized disc capable of holding up to 140 GB of information. C3D's system, FMD (Flu-
orescent Multi-layer Disc) ROM, uses a laser to stimulate fluorescent material. The company sayo this 
fluorescence (light emitting) property enables writing/reading of multi-layer structures with much greater 

storage capacity than offered by current optical memory products. 

The disc is transparent. A single laser can pass through the disc, activating the fluorescent ma-

terial in multiple layers almost simultaneously, allowing multiple tracks to be read at the came time. In 

the future. each disc may carry up to 100 layers, giving the medium fret let icious storage Capabilities. 
Check it out at www.c-3d.net. 

SONY DOUBLE DENSITY CD FORMATS 

The Sony Double Density CD stores up to 1.3 GB per disc, but inherits the basic specifications of cur-
rent CDs, This allows manufacturers to utilize their current technologies di id production facilities to man-
ufacture Double Density discs. 

The Double Density CD's high capacity is achieved by a modifying the standard CD format. Track 
pitch and pit lengths are miniaturized to increase data density. In order to accommodate higher physical 

bit density, the error-correction scheme has been changed, and the address format hes been expanded 

A copy control rriethod will be included in the format to meet the increasing demand for secure content. 

INCREASED CAPACITY DVD 
Almost as soon as it came out, DVD is outdoing itself with increased storage capacity. Currently, it's 

possible to obtain a data density of up to 4.7 GB on each layer of a DVD. Since, theoretically, a DVD 

can have two layers on each side, that means there could be up to 17 GB of data stored on a single 
disc in just a few years. 

one studio to another. Using a swappable hard drive 

that is dedicated to the data for the project being 
worked on seems to be one of the easiest and quick-

est ways to achieve this task. And, if the disk is " hot 
swappable," the switch 

can be done in just a 
few seconds. 

CD-R AND 
CD-RW 
Of all the currently 

available backup meth-
ods, CD-Rs are proba-
bly the most popular 

and cost-effective. 

CD-R drives are WORM 

(Write Once, Read 

Many) devices, thus 

they're excellent for 

storing and archiving 

information, whether 
it's music or data. Most 

workstation users have 
CD-R burners by now, 

and you can purchase 
blank discs for well 

CD-RW discs is far below th 

under a dollar. The typ-

ical CD-R holds 650 MB 

of data or 74 minutes of 

audio. There are now 

700 MB versions avail-
able as well, which can 

hold 80 minutes of au-

dio. One can write data 
to CD-Rs at speeds rang-

ing from one-to-one 

(real-time) up to six-
teen-to-one ( 16X). 

The CD-RW format 

allows you to reuse the 
disc by erasing it and 

writing to it again. CD-

RW discs can't be writ-
ten by standard CD-R 

drives, but CD-RW dri-

ves can write to both 
types of blanks. Orange 

Book standards require 

CD-RW discs to be able 
to accommodate 1,000 

successful writes, but 

most manufacturers 
claim that their prod-

ucts will write up to 
100,000 times! One note: 

CD-RW discs can't be 

played in some older 
model CD players be-

cause the reflectivity of 

at of CD and CD-R. 

DVD-RAM AND DVD-RW 
DVD is one of the newest technologies to come into 

Here at MagMedia Productions, I work on various things, from music composition/recording/editing/mixing, 

to project mastering/restoration, to product reviews, to multimedia authoring. I use three Macs and a PIII Win-
dows machine. In addition, I have data stored on ADAT tapes, DATs, samplers, and on Alesis MasterLink. 

The computers all have Zip drives. I use these to make quick backups as I'm working, as well as for 
easy "sneaker net" transfers. With audio, the files are often too large to fit on Zip; in that case, I have a 2.2 

GB Orb removable drive as well as old, slow hard drives that I use for quick " in-progress" backups. It's not 
a "permanent" backup, but at least the data exists in two places. For more permanent backups and archiv-
ing, I burn CD-Rs on a regular basis. I also have a Zip drive on my Kurzweil K2500 sampler; I save copies 

of the samples that live on the unit's internal hard drive off to Zip. Since the K2500 writes in DOS format, I 
can load those sample Zips into a computer and burn CD-R backups of them as well. 

The ADAT and DAT material ultimately gets transferred into Pro Tools or another audio application, 

where it gets backed up to CD-R, so I don't bother cloning or backing up tapes. As Craig Anderton men-

tions in his sidebar, MasterLink tends to be self-backed by nature of its hard drive and built-in CD burner. 
Larger files, surround sound, and higher resolutions have me re-thinking my approach a bit. 

At this point, I'm considering adding a very large FireWire hard drive for quick " in-progress" copies, 

and a DVD-RAM drive (particularly as capacities of these drives increase) for more permanent back-

up/archiving. — Mitch Gallagher 

EQ editor Mitch Gallagher pretty much lives in his office/project studio. He's working on an album 

of his solo acoustic guitar music, and his first book will tentatively be released next spring. 
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•lusiciare dovm. 
national distribution? 
. . . At Oasis CD & Cassette Duplication, 

we feel they do. 

ow, if you manufacture a CD project at Oasis o Duplication, your 
title automatically qualifies for national distribution through 
almost all of the Internet/Web music superstores, including CDnow. 
Amazon.com, CDUniverse.com, TotalE.com, BuyMusic.com, and the rest. 

Your CD is also automatically eligible for distribution to national 
retail chain stores, including Camelot and many others, where it 
will be available for special order. 

Let's be clear. This is old-fashioned, mainstream, get- it- to- retail 
national distribution. The kind the labels get. The kind Indies 
could never get before. The real kind. The good kind. And you get 
it automatically if Oasis manufactures your CD. 

"Something great just happened for people wanting to maintain 
artistic control of their careers. I was pleasantly astounded when 
Micah Solomon ( President of Oasis Duplication) e- mailed me to say 
that Oasis had just signed a deal to get its clients into Valley 
Media. Truly independent artists now have access to the major chains, 
one- stops and all the Internet superstores via Oasis. It is not an 
overstatement to say that this new program could significantly 
change the face of the independent music scene. This is some 
serious distributing muscle to have behind independent music." 

—Charlie Hunter, Young/Hunter Management, managing 
Cry Cry Cry ( Dar Williams, Richard Shindell & Lucy Kaplansky), 
Chris Smither, Peter Mulvey and Richard Shindell 

Do Independent Musicians Deserve National Radio Airplay? 
...For years we've been proving that they do. 

Five Reasons Oasis Should 
Manufacture Your Next CI): 

I) Our national distribution program. 
2) OasisSampler Program—free, professional 

radio promotion. 

3) Oasis Jewel-Free" Box--patented, 

innovative CD packaging. 
4) Oasis Rough-Look" Packaging—funky 

brown cardboard, very-recycled packaging. 
5) The best reputation for quality in the 

industry—for 12 years running. 

110ASIS11 
Cl) L CASUrf t 
DUPLICATION 

Exposure is just as important as distribution. That's why we 
maintain the industry's longest- running and most respected program 
for getting independent music to radio. The OASISSAmPLEP CD program 
continues to bring airplay, acclaim, royalties and gigs 
to our clients. Combine this with the new national 
distribution program and you have a powerful tool to 
get your music to the mainstream. 

We manufacture CDs and cassettes in quantities that begin at 300 units. Popular 

packages range from 1,000 CDs + 500 cassettes for $2185 to 10,000 CDs + 5,000 

cassettes for $12,885. Shipping and overruns are additional. 

We do what a label does. For you. 

Proud supporter of the Folk Alliance, Indiegrrl, and AFIM. 

/elo.eqas sisQ•c cPrn Iv c 0 m 
(888)BY-OASIS ( 888)296-2747 

659 Zachary Taylor Hwy., Box 721, Flint Hill, VA 22627 
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Tho Quantum DLT 8000 can 
store a maxi(' turn of 40 GB 

of uncompressed data, and 
80 GB of compressed data. 

the audio/data storage marketplace. Recently, 
recordable DVDs have emerged, changing the face of 
this technology. Software such as Adaptec's Toast en-
ables the data on DVD-RAM and DVD-RW to be 
played or viewed as an audio-only file. At first, these 
units were extremely expen-
sive, but they've recently 
come down in price — 
enough to compete with the 
other backup formats. 

A drive from Lacie or 
Panasonic can be had for 
around $600-$900, and 
blanks holding 5.2 GB of data 
(using both sides of the disc) 
can be purchased for around 
$40. These are increasingly 
popular with the DAW com-
munity, as they're conve-
nient for transferring data 
from one studio to another, 
updating sessions, and 
archiving. The only real com-
plaint users have is that the 
drives tend to be a bit on the 
slow side. 

MAGNETO-OPTICAL 
DRIVES 
The magneto-optical (MO) 
disc drive is another popular 

way to back up data that writes as 
well as reads. As the moniker im-
plies, an MO device employs 
both magnetic and optical tech-
nologies. A typical MO cartridge 
is slightly larger than a conven-
tional 3.5-inch magnetic floppy 
disk, and looks similar. But, while 
a traditional floppy disk can 
store 1.44 MB of data, an MO disk 
can store many times that 
amount, from 100 MB up to sev-
eral gigabytes. 

An MO system achieves its 
high-data density by using a laser 
and a magnetic read/write head in 
combination. Both the laser and 
the magnet are used to write data 
onto the disc. The laser heats up 
the disc surface so it can be easily 
magnetized, and allows the region 
of magnetization to be precisely lo-
cated and confined. A less intense 
laser is then used to read the data. 
This data can be erased and/or 
overwritten an unlimited number 
of times, just like a conventional 
3.5-inch computer diskette. 

The major advantages of MO drives include con-
venience, modest cost, and reliability. The chief lim-
itation of MO drives is that, although they are faster 
than conventional 3.5-inch floppy disk drives, they're 
considerably slower than hard disks. Me 

At Gizmo Post, our media management requirements are vast We have over 500 GB of storage 

Media files, internal drives, servers, and sound effects libraries all need to be archived regular-
ly . Our four Pro Tools systems, two Avids, and graphics room work on projects ranging in size 

from a few hundred megs to 70 or 80 GB each So, media management isn't just a job, it's an 
adventure 

Our current archiving regime is the result of years of experimentation and testing of software, 

gear, and workflow models We use Mezzo software from Grey Matter Response No other ap-

plication does what it does It can look at Pro Tools or Avid sessions and scan the drives involved. 
creating a relational database It does the file management for you 

The tape format we use is AIT-2 It's lightning fast and reliable Previously, we were using 8mm 

Exabyte drives When we switched over to AIT, it gave new life to our Mezzo software The tape dri-

ve can transfer up to 23 gigs an hour , not including verification Tapes hold from 36 to 50 GB each 
We generally start an archive at the end of each workday . That way, the amount of data be-

ing processed is of a reasonable size, and if there is a fatal error, we're covered If a project con-

tinues over multiple days, then only additions and changes will need to be archived This is where 
Mezzo really shines. It looks at the database and knows if anything has changed 

A project that's on hold for a while gets deleted from the drives once the archive has been 
checked. When that project needs to continue, we restore it from the archive tape to the hard dri-

ves and the project opens up as it was last accessed You have the option of restoring single files, 
whole sessions, or anything in between —Brian Mackewich 

Gizmo Post, located in New York City, is a multi-room postproduction facility whose clients include 

the Discovery Channel Miramax Films, MTV Networks, National Geographic, and the Sundance 
Channel (www.gizmopost.com) 
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"REASONS NOT TO BUY 
A MACKIE 088...ZERO." 

—Roger Nichols. EQ Magazine 

PLUS 3 MORE REASONS TO GO FOR IT. 

O FREE UPGRADE! 
nal, NEW OS 3.0 ADDS 
OVER 30 NEW FEATURES! 
Our Programming Department has been chugging the double 

lattes to create Mackie Rea!time OS - Version 3.0, packed with 
more new features and enhancements than you can shake a mouse at. 
Here's just part of what 3.0 adds to the already amazing D8B. 

• New key (sidechain) inputs for all 48 onboard dynamic 
processors featuring soft knee architecture and single band 
20-20k parametric EQ for frequency dependent processing such 
as de-essing 

• 3rd-party plug-ins via our new UFX card. Up to 16 simultane-
ous plug- ins on the first 48 channels, pre or post DSP, pre- fader 
via up to 4 UFX cards. Each plug-in is available twice — 
once when tracking, and again at mixdown! 

• Multiple Undo List   999 levels! 

• New Snapshot libraries. 

• Externally or internally accessible inserts across 
Mains and Buses plus channel inserts pre and post DSP. 

• Updated GUI including 18 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 LEE 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. 
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The list of top engineers and producers who use the award. 
winning Mackie Digital 8 • Bus is growing daily. For info on 
the D8B, new UFX and Optical. 8 cards, 3rd- party plug- ins 
and how D8B owners can get their free OS upgrade, visit 
www.mackie.com or call your local D8B dealer. 
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DSP PLUG-INS! 
Antares' Auto-Tune for the D8B uses 
advanced DSP algorithms to detect the incom-
ing pitch of a voice or solo instrument as 
it's being tracked and instantly pitch- correct 
it without introducing distortion or artifacts. 
Fully automatable. 

Massenburg Parametric EQ. MDW 
2x2 High- Resolution Parametric Equalizer 
plug-in from Grammy-winning engineer/ 
producer George Massenburg. Mono/stereo EQ 
at 96kHz sample rate for unprecedented clarity 
and high frequency smoothness. 

Drawmer offers two dynamics packages for 
the D8B: ADX100 includes their industry stan-
dard frequency conscious gating, plus compres-
sion and limiting; ADX200 adds variable " Peak 
Punch" and further Drawmer innovations. 

IVL Technologies' VocalStudio 
provides real time vocal doubling, multi- part 
harmonies and pitch correction in an easy- to-
use interface. A free demo is built- into the 
Digital 8. Bus. Just add a second MFX card 
to own this innovative plug-in from a world 
leader in vocal processing. 

TC Electronic Reverb ( bundled with 
the D8B UFX card) provides Reverb I and 
Reverb 2 algorithms from the renowned TC 
Electronic M2000 Studio Effects Processor. TC 
EX upgrade package contains an expanded 
set of M2000 reverbs plus Delay, Chorus, and 
Pitch. TC 2000 adds the TC M2000's Revell 3, 
de-essing, tremolo, phasing, and panning. 

e 
Normally we don't name competitors in our ads. But in this case, Mix Magazine 
published the other nominees for the 1999 TEC Award for Outstanding Technical 
Achievement in Small Format Consoles: Allen & Heath's GS-3000, Digidesign's 
ProControl, Panasonic's WR-DA7, Spirit's Digital 328 and Yamaha's 01V. 
Thanks to all who helped us win this prestigious award. 

1999 TEC AWARD 
WINNER! 

CIRCLE 69 ON FREE INFO CARD 
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Every so often, a piece of equipment is released that's as revolu-
tionary as much as it is evolutionary. It's understood that in order 
to earn the banner of both titles, there's a lot of technology and in-
novation necessary. When I received a working TC Electronic Sys-
tem 6000 in February of this year, my expectations were quite 
high. My first impression was that its sound (and build) quality 
was outstanding. However, other than surround reverb and some 
miscellaneous effects, it worked primarily as a four-machine ef-
fects unit with great sound. Nice, but not revolutionary. At that 
point, I would have called it more an evolution of their M5000 
(multi-engine, CORE reverb algorithms) and M3000 (VSS reverb 
technology). 

But this review is being written in July, so let's set the record 
straight: The System 6000 has progressed by leaps and bounds 
since I first received the unit. Yes, TC has taken it that far in a very 
short period of time. As of this writing, I would say the System 
6000 truly is revolutionary. This review is based on software ver-
sion 1.01, which is the currently shipping rev. 

TC chose a fairly unique release approach with the System 6000. 
They released the unit with the understanding that anyone purchas-
ing the unit would be receiving regular software updates as they be-
came available. (Is software ever really final?) The positive outcome 
of their choice was that they (TC) could get invaluable feedback (no 
pun intended) from a qualified group of professionals on what 
worked and what needed improvement as software development 
forged onward. The downside was that word travels fast in this in-
dustry, and it could have been perceived that the unit had software 

bugs or lacked features based on the early software releases (neither 
of which is the case now). 

Personally, I applaud TC for their choice to handle the release 
in this fashion. In the future, I hope that more manufacturers will 
take such bold approaches to the update/release process. Enough 

MANLIFACRJRER: TC Electronic, Inc., 742-4 Hampshire Road, Westlake Village, CA 913J.1 
Tel: 805-373-1828. Web: www.tcelectronic.com  

SUMMARY: World-class reverbs and vowing in surround or multi-engine stereo formats. 

STRENGTHS: Outstanding sound quality. Upgradeable. Networkable. Excellent 
metering. Very cool ICON remote. Unique six- and eight-channel 
surround processing capabilities. Inclusion of M5000 and M3000 
algorithms and presets. Optional licenses provide essential surround 
sound processing capabilities. 

WEAKNESSES: Some features (such as MIDI and SMPTE) not fully implemented as of 
version 1.01. 

PRICE: S8,595 EO FREE LIT. #: 104 

TC's Esse1iaI tool for surround mixing and proomsing 
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said. Let's talk about what the System 6000 does 
today and will do tomorrow. 

I've been using this unit since day one of its 
release, featuring it on several DVD and album 
projects. I also reviewed the unit with an early 
software rev (as every other reviewer has had to 
do until now) for EQ's sister publication, Sur-
round Professional (in the March 2000 issue), so 
I feel well qualified to now review the unit with 
its latest software release. 

TC Icon 
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interface's 

background 

colors and 
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Routing Page 

controls the 

inputs and 

outputs ( right). 

BASICS 
The System 
6000 consists of 
three physical 
hardware units, 
comprising an 
entire " System." 
The Mainframe 
houses all of the 
I/O, clock, and 
DSP. The ICON 
CPU controls 
the Mainframe 
via a touch 

creen-

equipped remote control called the ICON. The 
ICON connects to the CPU via a custom (TC-
supplied) multi-pin cable. The CPU connects to 
the Mainframe via Ethernet. All operations are 
managed through the user interface on the 
ICON remote. Straightforward and elegant. 

The Mainframe comes "stock" with one 
DSP card capable of running four independent 
effects engines with eight channels of AES/EBU 
digital I/O. The AES I/0 is on a DB-25 connec-
tor, and the required breakout cable is thought-
fully included with the unit at no additional 
charge. Word clock I/O is supported, as is Eth-
ernet (which is how the Mainframe and ICON 
CPU communicate) as well as a floppy drive 
(used for software updates and program archiv-
ing). SMPTE and MIDI I/O are also provided. 

The ICON CPU contains a USB port that could 
theoretically be used to access a CD-ROM drive 
or other peripherals. 

There are three open slots on the back of 
the Mainframe, each of which can house op-
tional 24-bit/96 kHz analog inputs and outputs, 
bringing the total I/O capacity to 14 channels. 
What makes this so powerful is the manner in 
which the System 6000 software can route in-
puts and outputs. Virtually any input can go to 
any output and vice-versa. Analog. Digital. Ei-
ther. Both. TC has included many Preset Rout-
ing configurations, any of which can be re-
called, edited, and stored. Very powerful stuff. 

The ICON CPU actually runs Windows NT 
4. In fact, when the CPU hoots, the NT "blue 
screen" shows, su there's no secret as to what 
engine is being used to control the System 6000. 
There's a 40-MB flash card inside of the CPU 
that houses the operating system and the ICON 
program. Both the ICON CPU and the Main-
frame have independent IP addresses, which 
makes placing these units on a network easy. 
Adding mote Mainframes is ac simple as con-
necting an ethernet huh and cable and assign-
ing separate IP addresses per unit. Simple, fast, 
nd exactly as a proper networkable device 
hould work. 

As for the ICON remote, it's absolutely 
onderful. The touch screen looks great and re-
ponds fabulously. You can even change the 
ackground color as well as connect an external 
onitor (I used a 15-inch color screen with it — 
retty cool). I've used quite a few touch screens 
ver the years on various control systems (Cre-
tron, AMX, etc.), and the ICON is one of the 
est. It's small enough to sit comfortably on a 
onsole while still being big enough to manage 
asily. The faders are responsive and the oper-
ting system runs very fast, making the System 
00 a real joy to use. 

INSIDE OUT 
The System 6000 can clock to its own internal 
crystal, external word clock, or external digital 
input (via any of the four AES inputs), making it 
easy to integrate into an all-digital studio. MIDI 
and SMPTE support are planned for the future 
(the pages and physical connectors exist, they 
just don't do much right now). Navigating 
through the System 6000 is done with a series of 
buttons at the top of the ICON screen. There's 
one button per effects engine as well as a 
"Library" button (where you manage presets of 
all types) and, lastly, a "Frame" button (where 
the system settings, metering, and actual rout-
ing is done). I should mention that the metering 
on this unit is comprehensive, accurate, and 
visually pleasing. I'd rate it as some of the best 
metering that I've seen on a processor. 
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The truth is out there. 

Surround yourself with it. 

n a universe of mysteries, one 

thing is true when it comes to 

superlative audio — the truth is 

out there. From studio, to scoring 

stage, to remote truck, every major 

U.S. television network as well as 

numerous independent broadcasters 

and production companies rely on Genelec for their 

audio monitoring requirements. No wonder. 

Perfection in surround sound monitoring is not 

new to Genelec; that's because we've been building 

high- quality active monitor systems for more than 

twenty-two years. Like the 1032s shown above. 

This midfield 5.1 surround system, when combined 

GENf II( 

the whole truth and 
nothing but the truth-

L,C,R & Rear Surrounds: 
Model 1032A 

Model lO1)4Al ubwoofer 

with the 1094A subwoofer, will accom-

modate environments as large as 4,500 

cubic feet with incredible headroom 

and accuracy. 

Genelec builds seventeen models of 

active subwoofers, bi-amps, tri -amps 

and soffit- mounted main systems 

— all handcrafted by perfectionists who know no 

compromise on workmanship. In fact, any mix of 

monitors we design will deliver outstanding performance 

in every conceivable multi- channel playback environment. 

No matter where your production needs transport 

you, surround yourself with the Genelec truth, the finest 

in surround sound monitoring systems. 

GENELEC 
At: FIVE MON11ORING 

Genelec, Inc., 7 Tech Circle, Natick, MA 01760 • 508/652-0900 • Fax: 508-652-0909 • www.genelec.com 
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In using the System 6000, the first thing that 
you'll do is load a Routing Preset, which config-
ures the four effects engines. For example, if you 
wanted four independent stereo effects, each us-
ing digital I/O, you would load the "Engine 1-4 
Digital I/0" routing preset. If you wanted to do 
surround sound effects (reverb, compression, 
etc.), you would configure the engines to run as 
one large engine ("El -4 in Series, Digital I/O" 
preset). You get the idea. Once the routing con-
figuration is loaded, it's time to have some fun. 

Simply go to 
the "Library" 
page and 
choose which 
engine you 
want to load 
with a preset. 
(If you're using 
surround pre-
sets, then you'd 
load the pieset 
into Engine 1, 
as the other en-
gines are work-
ing in the back-'wet, 4uer4, Pew., LTE 44444,4, . 44  
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ground to do the additional channels of DSP 
processing.) Presets are divided into groups ac-
cording to stereo and surround sound reverbs 
(each of which are further divided into Music 
and Post types) and into both Stereo and Sur-
round Mastering, as well as Pitch-Shift. Hun-
dreds of presets are included, many of which are 
very useful right out of the box. 

SO HOW DOES IT SOUND? 
I'm sure it's obvious by now that my impression 
of this unit is that it's a powerful and easy-to-use 
monster. Its sound lives up to the billing of 
world-class effects processor. The fact that it 
comes with the M5000 algorithms and presets is 
a very significant bonus. The System 6000 sounds 
as good (or better), playing the M5000 presets as 

an actual M5000 sounds (I had an M5000 present 
to compare — the System 6000 versions are spot-
on). The VSS algorithms from the M3000 are also 
present. Again, they sound as good as or better 
than an M3000 — not to mention the System 
6000's additional surround sound capability with 
these algorithms. Couple this sonic palette of di-
verse algorithms with the multi-engine power of 
the System 6000 and you have an amazingly 
powerful reverb package. The multichannel re-
verbs, in particular, represent a giant step for-
ward in the reproduction of sonic spaces. You 
can create many types of ambiences as well as 
pan the input source around the speakers. 

Also part of the System 6000 package is the 
option of buying "licenses." The first license 
gets you a stereo Finalizer inside of the System 
6000, called MD-3. No, you can't load Finalizer 
presets into this unit, but you can use MD-3 just 
as you would a Finalizer — for all intents and 
purposes, it's a Finallzer. As an upgrade from 
there, you can add the MD5.1, which is a six-
channel Finalizer — the first of its kind. You 
have to hear this to believe it, but let's just say 
that if you're doing surround sound, you need 
this option. In addition, there's the optional 
Toolbox 5.1, which contains processes for fine-
tuning six-channel balances, panning, level, E0, 
etc. (Toolbox 5.1 doesn't contain multi-band 
compression, as this is included in the MD-3 
and MD5.1.) TC promises an additional license 
called VP7.1, which offers eight-channel pitch 
shifting. Again, this has never before been avail 
able in an effects processor. I can't wait to hear 
what it sounds like! 

CONCLUSIONS 
It truly is a challenge to cover all of the features 
that the System 6000 offers. Although the unit Is 
deceptively simple to use, there's so much pow-
er and flexibility in the box that, even after more 
than four months of using it, I was still finding 
new and exciting possibilities for both stereo 
and surround sound effects. The System 6000 is 
much more than "just" a reverb, both for stereo 
and for surround applications. Its surround 
sound offerings are especially powerful, useful, 
and innovative. 

If you're looking for a high-end effects 
processor with multi-engine capability, then 
don't wait — check out the System 6000. You'll 
be amazed at what it does, how it sounds, and 
how easy it is to use. Effects processing has 
arrived in the year 2000 with the System 6000! 

David Frangioni is" à surround sound mixing 
engineer and technical consultant having re-
cently done projects for Aerosmith, the Bee 
Gees, Steely Dan, and Cha ka Khan. He can be 
reached at www.audio-one.com. 
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E Q IN REVIEW 

The 1176 Reborn 
Find out how two 

new versions of the 

classic 1176 hold up 

next to the real thing 

BY DAVID MARTIN 

Those who use vintage UREI 1176's 
tend to find that each unit has its own 
character. This can result from sev-
eral factors, such as the specific revi-
sion of the unit, components that 
have or haven't been replaced over 
the years, and drifting calibration. 
How noticeable the differences are 
and whether they're audible within 
the context of a multitrack mix is 
open to interpretation. 

When the Purple Audio MC76 
was introduced in 1997, I felt that it 
sounded different than the vintage 

EPTFMBER 2000 

UREI units. The question was 
whether the difference was due to 
design or component changes, or 
simply because the vintage units had 
aged for 25 or 30 years. And, natural-
ly, there was no way to find out, since 
there weren't any new 1176LN's. 

But with the recent introduction 
of the Universal Audio 1176LN, a re-
production of the original, the time 
seemed ripe to attempt a meaningful 
comparison. The contestants in this 
experiment included a vintage "D" 
revision UREI 1176 owned by pro-
ducer/engineer Richard Dodd. This 
unit has not been rebuilt, though its 
power supply has apparently been 
recapped. Also on test was a Purple 
Audio MC76 from the first production 
run of 50 units and a new Universal 
Audio 1176. Keep in mind that these 
tests can only compare the new units 
and one particular vintage UREI unit; 
the results shouldn't necessarily be 
thought of as universally applicable. 

The UA appears to be built as a 
true reproduction of the UREI — the 

E 



circuit board is almost identical to the 
original, even sharing a part number. 
Most of the layout changes are cosmet-
ic. The components appear to be as 
close to the originals as possible; the dif-
ferences are mainly in the style and 
shape of the capacitors and transistors. 

The Purple has a redesigned circuit-
board layout, with some design mod-
ernization, such as an improved power 
supply. Improving the quality of the cir-
cuits might imply a change in the sound 
of the unit — possibly not the best 
course if the goal is to duplicate the 
sound of a vintage unit (though, in fair-
ness, the design goals for the MC76 not 
only included duplicating the sound, but 
also making the units more consistent 
and reliable). Also, the sound of some 
circuits can be affected by layout, even 
when the components are identical. 

To determine just how well the new 
models compare with the vintage unit, 
we put together two test scenarios. The 

first, discussed here, consisted of a rig-
orous series of listening comparisons. 
The second, described in the accompa-
nying sidebar, utilized laboratory-
style tests in an attempt to quantify 
whatever differences the listening tests 
revealed. 

Subjective listening tests aren't 
generally as amenable to rigorous pro-
cedure as bench tests. The protocol con-
sisted of making a pot of coffee, putting 
up a multitrack master, soloing an in-
strument, and trying each limiter on that 
particular track. In general, the differ-
ences were fairly subtle. As a final 
caveat, these observations are colored 
by my personal preferences. 

DRUMS 
On a kick drum, I found the UA to be the 
most pleasing; it seemed to offer the 
most definition and low end. The Purple 
was close behind, seeming to lack some 
of the lows. The UREI didn't have the 

"thrust" of the other 
two units. On snare, 
however, the situation 
was reversed. I pre-
ferred the vintage unit, 
which seemed to en-
hance the brightness 
of the snare drum, then 
the Purple, and then 
the UA. On overhead 
mics, I first set the 
1176's for an 8:1 ratio 
and a reasonably fast 
attack and release with 
a goal of maintaining a 

sense of dynamics while controlling the 
volume of the snare in relation to the 
cymbals and hi-hat. For this, the UREI 
seemed to do the best job. 

For fairly outrageous compression 
on the overheads (used as an effect), I 
tried the two-button trick (pressing the 
top and bottom ratio buttons simulta-
neously) with a fast attack and a slow 
release. For this, the UA was the most 
effective — the attack on this unit was 
fast enough to pull the snare hit out of 
the way while the slow release time em-
phasized the room sounds, cymbals, 
and the tom heads ringing. The slight-
ly slower attack of the UREI and the 
Purple allowed the snare through, 
which de-emphasized the effect. 

INSTRUMENTS AND VOCALS 
For electric bass, I preferred the UREI, 
while on steel guitar, the Purple was my 
choice. On fiddle, I liked that both the 
UREI and the UA de-emphasized any 
tendency for high-end scratchiness, 
while on mandolin, acoustic guitar, and 
steel, I preferred the additional bright-
ness of the Purple. 

To confuse the issue even more, on 
three different vocalists, I picked a 
different one of the three compressors 
as my favorite 

THE WRAP-UP 
Spending a few days with the Universal 
Audio 1176, the UREI 1176, and the Pur-
ple Audio MC76 made me aware that 
none of the three should be considered 
the " best" or even necessarily better 

PURPLE AUDIO MC76 
CONTACT: Purple Audio, 38-62 Eleventh St., Long Island City, NY 11101. Tel: 718-482-8494. 

Web: www.purpleaudio.com. 

PRICE. S2 000 HI FREE LIT. #: 115 

UNIVERSAL AUDIO 1176LN  
CONTACT: Universal Audio, P.O. Box 3818, Santa Cruz, CA 95063-3818. Tel: 831-454-0630. 

Web: www.uaudio.com.  

S2,295 E0 FREE LIT. #: 116 
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than the others. To my ears, the UA 
1176 sounded more like the vintage 
UREI than did the Purple, but the Pur-
ple and the UA sounded more similar 
to each other than to the UREI. Over-
all, the Purple seemed to be a little 

brighter than the other two units. 
The UA sounds a little bit thick-

er than the Purple, with (to my ears) a 
bit more pleasing low end. The UREI 
seemed to be a little less aggressive 
overall, though it appears to enhance 

the upper mids. I believe that I want 
a pair of each. 

A version of this article originally ran 
in the August 2000 issue ofPro Sound 
News. 

GETTING TWEAK Y 
As mentioned elsewhere in this article, the second part of our 
tests consisted of laboratory-style measurements. We calibrat-
ed the two newer compressors to match the vintage UREI, 
and ran extensive tests with an Audio Precision system. (To 
read a description of the test procedures and to view the test 
result plots online, visit www.prosoundnews.com). For 
consistency, the attack and release controls on each unit 
were set to their end stops. 
The MC76 was the quietest of the three by a small rnórgln, 

and had the least harmonic distortion at unity gain. It was 
the most different in the frequency response tests — though 
the plots were very close among all three units when no gain 
reduction was in effect. The harmonic content (which har-

monics were present, and at what levels) at unity for the UA 
was close to the UREI. 
The threshold in 1176-style units is dependent on input 

level and can't be independently tweaked. At a 20:1 com-
pression ratio, the UA unit had the softest knee and the 

lowest threshold. At 4:1, the UA still had the softest knee, 
but the higher threshold, with the UREI demonstrating a 
gentler ratio than the others. The UREI had the lowest 
THD+N and IMD distortion numbers across the board 
when swept with a varying amplitude tone (with gain 
reduction kicking in during the sweep). 

It's hard to give a score to these results, and it's likely that 
other examples of these models would produce different 
dab. lit sorne ways, the two new units are closer to each 
other than they are to the original. In other ways, the UA 
1176 responds most like the UREI. Undeniably, they're all 
from the same family. 

In the end, it's all about getting the job done, and each of 
these tools will serve the individual wanting the sonic charac 
teristics of an 1176, although either of the new units will do 
so more reliably than a vintage UREI. 

—David Martin and Frank Well 
Thanks to Richard Dodd for the loan of his 1176. 
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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. 

Combining hard disk recording, DSP and the 
worles 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 
makes it easy to deliver and archive 
two-track mixes - up to 24-bit/96kHz - using 
convenient, inexpensive CD-Rs. 

Fully compatible with standard CD 
and AIFF audio formats of today, 
it delivers the advanced digital 
quality you'll be using in the 
years ahead. But why wait? 
Visit your Alesis dealer 
today and join the 
MasterLink revolution. 

Alesis Corporation 
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Dynamics Pro 

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

ei zssinnalf Equa 

Custom Play=lis  f  

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

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

633 26th Street Santa Monica CA 90404 800-5-ALESIS www.alesis.com 
MasterLink is a trademark of Alesis Corporation. 
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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. 

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. 
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Roland VG-88 
Modeling Guitar Processing System 

Does Roland's new 

modeling guitar 

processor raise the 

bar again? 

BY MIKAIL GRAHAM 

If you read my VG-8 tips and tricks arti-
cle in last month's EQ, then you already 
know how I feel about that wonder box. 
If not, let me reiterate. The VG-8 is one of 
the most innovative pieces of technolo-
gy for guitarists since the magnetic pick-
up; a true milestone in a world full of 
hype. Now that Roland's new VG-88, the 
successor to the VG-8 is available, is it re-
ally the next step? Let's take a closer look. 

Like the original VG-8, the VG-88 is 
a floor-based system using Roland's 
COSM technology to model a wide 

variety of guitar bodies, pickups, ampli-
fiers, speaker configurations, mic place-
ments, and effects all packed into a stur-
dy, almost bulletproof steel chassis. 
Unlike the VG-8, the VG-88's low price is 
hard to beat. The VG-88 updates the 
original VG-8's output to 20-bit/44.1 kHz 
resolution (the guitar input is 24-bit), 
adds new guitar and amp models, new 
onboard effects, onboard expression and 
control pedals, and has a much more in-
tuitive icon-based user interface. Like the 
VG-8, the VG-88 can be played without 
the tracking delay often associated with 
guitar synthesis and works with any gui-
tar equipped with a GK-2A or compati-
ble pickup. New to the VG-88 is a 1/4-
inch input so any guitar can take 
advantage of its COSM amps and inter-
nal effects (wah, compressor, chorus, de-
lay, reverb, etc.). However, the COSM 
guitar types and effects, such as poly-
phonic pitch shifting, aren't available 
through this input. 

The VG-88 contains 160 preset and 
100 user patches, offering a good variety 

of vintage guitar and amp tones using 
what Roland refers to as natural tube 
amp models for better sounding over-
driven amp tones. When compared 
with the original VG-8, I'd have to agree 
that these new emulations do indeed 
sound much better, but they won't 
quite replace the blistering tone of, say, 
my Mesa Boogie Mark III. 

A convenient new Output Select 
switch allows for easy connection to gui-
tar amps, power amps, and line-level in-
puts for use with a mixer/multitrack 
recorder or with headphones. The new 
"EZ Edit" mode lets you create new 
sounds by adjusting only four parame-
ters using the Value dial. A great way to 
get familiar with basic programming, but 
don't expect to be creating the next big 
virtual wonder-tone this way — it's 
more like wading in the shallow end of 
a pool than really swimming. 

EXPRESS YOURSELF 
The VG-88's onboard expression and 
control pedals can control up to 10 
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The optional MP-I00 c•) 
board adds reverb, 
240 presets and 24-bit 
True Stereo, dual 
channel processing. 

'MAP  at participating authorized Lexico . ealers only ($419 MSRP) 

lexicon 
Il A Harman International Company 

(MP- 100 SNOT MAC COMPATIBLE) 

3 Oak Park Bedford, MA 01730-1441 I www.lexicon.com ph 781.280.0300 fa 781.280.0490 e-mail info@lexicon.com 
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World Class Sound... 
Unbelievable Price 

$399.95 
IMSRP) 

Nome 

• 3 position switch: Bass Cut & 10dB 
MI 1.06" 3 - micron Gold Diaphragm 
• 20-23 kHz 
• Cardioid Pick-up Pattern 
• 130 dB SPL 
• Balanced transformerless output 
• Noise Level: 18 dB-A 
• Weight: 530g 

"You wouldn't think condenser mics could 
any more affordable, but Marshall Electrorm • 
have dared to step into an already crowded 

bull pen with a deal you can't pass up." 

Eddie Ciletti - Contributing Editor 
EQ Magazine, March 2000 

"The MXL 200.3 strikes me as a mic that could 
very easily find a home in broadcast. ADR an, 
Foley applications, in addition to a multitude 

of music chores" 

Roger Maycock - Technical Consultant 
Mix Magazine, March 2000 

Ills11 Our Webslte at: 

www.mars-cam.com 

Marshall 
Professional Mulls Kris» 

Mogami Cables & Accessories 

1-800-800-6608 
sales@mars-cam.com 
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LAB REPORT 
MANUFACTURER: Roland Corporation, 5100 S. Eastern Ave., Los Angeles, CA 90040. Tel: 323-890-3700. 

Web: www.rolandus.com. 

SUMMARY: A floor- based guitar processor using Roland's COSM technology to model a wide variety of 

guitar bodies, pickups, amplifiers, speaker configurations, mic placements, and effects. 

STRENGTHS: Nothing like it on the market. More like an instrument than a guitar processor. Polyphonic 

pitch shifting and panning. Sound quality is superb. Can control up to 12 simultaneous parameters 

using onboard pedals, controllers on the pickup, or via MIDI User-friendly operating system. 

Quarter-inch guitar input allows access to COSM amp models and internal effects with non-6K-

2a-equipped guitars. New lower price. 

WEAKNESSES: No compatibility with previous VG-8 sound libraries. No memory card slot. Nylon String guitar 

model could be better. No global override parameter for COSM/Direct guitar mix. Manual could 

be better. 

PRICE: S1,295 EQ FREE LIT. it: 112 

simultaneous parameters, even via MIDI if 
you so desire. For my needs, this new func-
tionality alone is worth buying the VG-88. 
It opens up some totally amazing possibil-
ities and answers one of the big drawbacks 
in the original VG-8. Imagine being able to 
fade in a long delay, make the reverb size 
tighter, speed up the LEO rate of the cho-
rus while adding more punch to the mid 
EQ, and adding a slight glissando — all with 
just one push of a pedal. Big fun indeed! 

If you need more than one pedal, just 
plug more in via MIDI, or use the built-in 
sub-expression/control jack. The new as-
signment options for the guitar-mounted 
GK-2 SI/2 switches are also a real godsend: 
Imagine being able to turn on a chorus, 
wah, and delay for a solo with a simple flick 
of a switch. 

The new Chain function lets you see at 
a glance how your entire signal chain is laid 
out, but also lets you easily rearrange the 
connection order of the COSM Guitar/Amp 
and internal FX via a simple iconic display. 
All effects have basic presets to get you start-
ed, and you can now instantly adjust glob-
al values for low/high EQ, noise suppressor, 
and reverb for all patches from one conve-
nient screen. Nice work, Roland! 

WISH UST 
The VG-88 is more like a new product 
based on the original VG-8 design than an up-
date or upgrade. It adds many requested fea-
tures, but at the price of being incompatible 
with older VG-8 sound libraries — a big loss 
for those of us who have spent years creating 
patches. There's also no memory card slot, 
which makes the VG-88 less versatile for those 
of us doing daily sessions and performing 
with multiple bands. (Roland suggests using 
a Palm Pilot with MIDI software for external 
storage.) Roland did include a nylon-string 

guitar model that can almost do the job in a 
pinch (notice I said almost). It's good, but 
overall, it doesn't quite live up to expectations. 

One thing that really stopped me cold 
was not being able to hear my direct guitar 
sound on any of the patches 1 tried. It turns 
out that Roland made the COSM and Direct 
guitar mix an assignable parameter per 
patch. If the current patch doesn't have a Di-
rect Guitar level active when it's saved, you 
won't be able to hear any direct signal — 
which is how many of the VG-88's presets are 
stored. A great feature once you're aware of 
it, but a global override option and a bit more 
illumination in the manual would help. 

Last, but not least, like many VG-8 
users I'd love a rackmount version so I 
could keep my floor space clear and have 
these cool controls at my fingertips. 

THE BOTTOM LINE 
Roland's dedication to improving the po-
tential of the modem guitarist is laudable, 
and the VG-88 is a great example of their 
dedication to the cause. I'm hopeful that the 
few minor drawbacks in the VG-88 can be 
addressed in a software update. But taken 
as it stands, the sound quality of the VG-88 
makes It a solid winner. For me, the effects 
alone are worth the price, let alone the im-
proved distortion, amp, and guitar model-
ing, and controller capabilities. 

With a few tweaks, the VG-88 could ar-
guably become the best guitar processor 
ever made. Time (and the next software ver-
sion) will tell.... 

Mikail Graham works very hard at 
virtual practicing on his virtual guitar, 
which he plays through his virtual 
amp at virtual gigs in Northern Cali-
fornia, which is fast becoming the 
world's first virtual state. 
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ISA110 eorii 
www.airstudios.com Microphone Preamp and EQ 

AIR Studios, London: the brainchild of legendary Beatles Producer, Sir George Martin. 

The Focusrite ISA 110 Mic Preamplifier and Equalizer was designed for the custom 

Neve console that was installed at AIR Lyndhurst Studios in 1992. It went on to 

become the most popular outboard mic-pre and EQ in leading studios worldwide. 

Focusrite is now reissuing the ISA 110 as a Limited Edition rackmount unit. 

We are proud to have presented Serial No. 001 of the Limited Edition ISA 110 

to Sir George in recognition of our unique association with AIR Studios. 

For more information on the availability of the ISA 110 Limited Edition, 

contact your local Focusrite Dealer. 

$2,000SRP 
*Available singly or as consecutive pairs. 

PRODUCED IN THE UK BY 

Focusrite® 
DISTRIBUTED IN NORTH AMERICA BY 

www.digidesign.com 

cligideesiort 
sysysy.foctisritcusit.coin 
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Korg D16 
Portable Digital Recording Studio 

Take your music 

from raw tracks to 

finished CD— all 
with one box! 

BY ROB MCGAUGHEY 

Over the past few years, there's been a 
proliferation of self-contained portable 
DAWs released; Roland's VS series, the 
Akai DPS series, offerings from TASCAM 
and Yamaha, and so on. Korg joined the 
fray with their D8, and have now added 
a new big brother, the D16, to the line. 

Providing loads of real and virtual 
tracks, a full-featured mixer, built-in effects, 
a built-in rhythm machine, and the abili-
ty to create audio CDs with an optional CD 
burner, the D16 definitely fits the studio-
in-a-box profile. I had a chance to take the 
D16 for a spin both in my project studio 
and as a travelling companion while I did 
some road work. 

GETTING INTO IT 

The mixer on the D16 has eight inputs. 
The first two utilize balanced XLR/1/4-
inch TRS "combi" connectors and the re-
maining six are unbalanced 1/4-inch TS. 
Each of the inputs has a trim pot that al-
lows you to set the input sensitivity any-
where between -60 dB and +4 dB. Input 
1 also has a separate 1/4-inch connector 
specifically designed for guitar-level sig-
nals. Any of the eight inputs can be as-
signed to one of 16 mixer channels. The 

first eight channels are mono with pan 
control, while inputs 9-16 are stereo inputs 
with a balance control. The D16 has a pair 
of unbalanced RCA connectors for mas-
ter out, a second pair for monitor out, and 
a single unbalanced 1/4-inch connector 
for auxiliary send. Each input and play-
back track has a three-band equalizer that 
contains a high shelving filter, a low shelv-
ing filter, and a sweepable midrange. 

There's also a microphone built into 
the D16 that can be assigned to either input 

LAB REPORT 
MANUFACTURER: Korg USA, 316 South Service Road, Melville, NY 11747-3201. Tel: 516-333-9100. 

Web: 

SUMMARY: The D16 provides excellent sound quality in a small portable box, allows you to record 

up to 128 tracks (8 simultaneously), playback 16 simultaneous tracks, build drum tracks 

from numerous onboard drum patterns, mix down to stereo with a wide array of 

digital effects, and burn your own audio CDs (with optional SCSI (D-R burner). 

Good sound quality. Compact yet all-inclusive design. Easy to record lots of takes and 

sketch ideas out. Built-in effects processor handles standard repertoire ( reverbs, 

chorus, delays, etc.) admirably and has some cool additional features such as guitar 

amp and microphone simulation, as well as ring modulation. CD burning capability.  

Slight initial learning curve. No phantom power. Puts out a lot of heat from the line 

lump power supply. 

STRENGTHS: 

WEAKNESSES: 

PRICE: 51,999 Ell FREE LIT. #: 105 
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imagine. 
a loop based recorder that has 

unlimited memory expansion 

being able to independently 

change a loop's pitch and 

tempo in real time 

imagine.. 
instantly making glitch-free 

loops that synch perfectly to 

your mix 

imagine... 

ELMCT1=IDC 
WWII! ELECTRIXPRO corrT-
Look for REPEATER in stores this FALL 
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KORG D16 SPECS 
RECORDER SECTION 

# of Tracks @ 24 bits 

# of Tracks @ 16 bits 

Internal Hard Drive 

Data Format 
Metronome Patterns 
Rhythms 
MIDI 

64 tracks (including virtual tracks), 8 tracks simultaneous 
playback, 4 tracks simultaneous record 
128 tracks (including virtual tracks), 16 tracks simultaneous 
playback, 8 tracks simultaneous record 
2.1 GB internal IDE hard drive provides up to 6.5 hours of 
record time 
24- or 1&bit uncompressed @ 44.1 kHz 
96 
215 
transmits MIDI timecode and MIDI Clock, receives MIDI 
Machine Control 

PHYSICAL I/O 
Input 1 & 2 

Input 3-8 

Guitar Input 

Master Outputs 
Monitor Outputs 
Aux Output 
Headphone Out 
Digital I/O 
SCSI 

XLR/1/4-inch TRS combi jack (balanced), adjustable trim 
from -450 to +4 du 
1/4-inch phone jack (unbalanced), adjustable trim from 
-60 to +4 dBu 
1/4-inch phone jack (unbalanced), adjustable trim from 
-60 to +4 dBu 
2 RCA connectors (unbalanced) @ - 10 dBV 
2 RCA connectors (unbalanced) @ - 10 dBV 
1/4-inch phone jack (unbalanced) @ - 10 dBV 
1/4-inch stereo phone jack 
Optical connector, 24-bit S/PDIF format 
D-sub 25-pin female, SCSI-2 compatible 

MIXER 

Structure 
Signal Processing 
EQ 

Scene Memory 

24 input channels, 8 busses, 1 aux send, 1 stereo master output 
32-bit @ 44.1 kHz 
high — shelving filter fixed at 10 kHz, ± 15 dB of gain; mid 
— sweepable from 100 Hz to 20 kHz, ± 15 dB of gain; 
low — shelving filter fixed at 100 Hz, ± 15 dB of gain 
100 scenes per song 

EFFECTS 

Max Simul Effects 
Signal Processing 
Programs 

Algorithms 
Effects Types 

8 insert, 2 master, 1 final 
44-bit @ 44. 1 kHz 
insert ( 128 preset, 128 user), master (32 preset, 32 user) 
final (32 preset, 32 final) 
98 
106 

GENERAL 

Frequency Response 
S/N 
Dynamic Range 
THD+N 
A/D Conversion 
D/A Conversion 
Sampling Frequency 
Display 

10 Hz-20 kHz ± 1 dB 
100 dB 
100 dB 
0.02% 20 Hz-20 kHz 
24-bit, 64x oversampling 
24-bit, 128x oversampling 
44.1 kHz 
240x64 pixel touchscreen LCD with backlight 

1 or 2. This allows you to plug a guitar into in-
put 1 and assign the built-in microphone to in-
put 2 and start laying down tracks. Because of 
this, the D16 makes an excellent self-contained 
sketchpad for laying down ideas and forwork-
ing out arrangements in a tour bus or hotel. 

RECORDING AND EDITING TRACKS 
It's very easy to record on the D16. You sim-
ply plug an instrument or microphone into 
one of the inputs, set your levels, route the 
input to one of the 128 tracks, arm the track, 
and then hit record. You can go further, of 
course: The D16 also adds a number of use-
ful features such as auto punch in/out, loop 
recording, rehearsal mode, and trigger 
recording. The auto punch in/out works 
much as you would expect it to, and gives 
you adjustable pre and post roll times. When 
you combine loop recording with auto 
punch, you can play a section repeatedly 
and record up to 99 different takes. Using 
the undo/redo feature of the D16, you can 
select the best take afterward. (The D16 al-
lows up to 99 levels of undo.) Trigger 
recording lets you start recording when a 
note is played. The D16 even allows you to 
define up to 700 ms of pre-trigger time 
where you can capture audio in a buffer be-
fore the recorder is started — very cool. 

The D16 has the ability to copy a track 
or even several tracks simultaneously and 
then paste them to a predefnied time on the 
same track(s), other tracks, or other songs. 
With the insert feature you can add blank 
measures into a song. 

As you fill up the playback tracks, you 
can bounce them to virtual tracks and free up 
space for more stuff. This is a pretty cool fea-
ture because you don't have to worry about 
saving tracks for bouncing or losing infor-
mation in a bounce. When I first started play-
ing with the D16 in 24-bit mode, I was record-
ing guitar tracks. I quickly filled up all eight 
playback tracks. So I bounced all eight 
tracks with insert effects, level, and pan in-
formation to two virtual tracks. I then turned 
off the eight original tracks, turned on the two 
virtual tracks, and had six more tracks to play 
with. Plus, this was all non-destructive; I still 
had the original tracks if! needed them. 

TEMPO/RHYTHM TRACKS 
the D16 has a great built-in metronome/ 
rhythm box that lets you set the tempo, the 
time signature, the volume, and the pattern 
— consider it a built-in drum machine. There 
are 215 patterns to choose from that en-
compass a wide range of styles — 188 of the 
patterns are in 4/4 time, but there are 13 pat-
terns in 3/4 and 14 patterns in 6/8. In addi-
tion to these patterns, there are 16 different 
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standard metronome patterns that can be used for the 48 different 
time signatures available in the D16. The drum rhythms consist of 
one- to eight-bar patterns, plus there are intros, fills, and endings. 
There's enough selection that you can build a nice customized drum 
track for use as a metronome, or that you might even choose to make 
a final track. 

The tempo/rhythm section of the D16 allows you to build 
a tempo map. A tempo track is created by either recording clocks 
from a MIDI sequencer or by using the tap tempo function. With 
tap tempo, you push a button either on the beginning of every 
measure or the beginning of every beat and the D16 will figure 
out the tempo map for you. This is pretty cool, especially if you 
want to add a metronome or beat to an audio track that's already 
been recorded. The quality of the built-in rhythm tracks and 
sounds is pretty good, and they're ideal for using the D16 as a 
sketchpad to work out song arrangements. 

MIXDOWN 
There are lots of options available at mixdown. Each of the play-
back tracks has a three-band equalizer and can access two types 
of effects: Insert and Master. Insert effects are "inane" (in series) 
with the signal path, whereas Master effects are of the aux send/re-
turn variety. There are a total of 106 different effect types (98 dif-
ferent algorithms) available in the effects processor. There are 128 
Insert effect ROM presets provided, plus 128 user Insert presets, 
which you can edit and use however you like. The D16 provides 
a maximum of eight simultaneous Insert effects, which should 
be adequate for most applications. If you need more, you can al-
ways bounce a track with effects to free up Insert effects for oth-
er tracks. Common Insert effects applications would include com-
pression and amp / mic simulation. 

You also have two Master effects at your disposal. The Master 
effects are fcd by aux sends from each playback track. Typically you'd 
use reverbs, delays, and other effects that you might apply to more 
than one track at a time as Master effects. 

The D16 also provides a Final effect, which shows up at the last 
stage of the master stereo bus. In a typical scenario you might use 
Final effects for limiting, EQing, or compressing the entire mbc. 

The D16 is also capable of performing time-compression 
and -expansion. With this feature you can select audio from one 
or more tracks, copy it to another location, and either speed it 
up or slow it down to fill a user-specified length of time. This can 
be done at three different quality levels (processing time is pre-
dictably faster on lower quality settings) at either fixed or vari-
able pitch. I found this feature to be functional, but the audio 
quality began to degrade noticeably with a 10% change — it's fine 
for small adjustments or emergency repairs, but I wouldn't rely 
on it for master-quality work. 

AUTOMATION AND MIDI 
The D16 offers scene automation that allows the user to take a snap-
shot of the mixer settings and then be able to switch between scenes 
automatically when playing back the song. Scene automation can 
capture mixer channel level, EQ, pan/balance, aux sends, and chan-
nel pairing status. The D16 allows up to 100 scenes per song. The new 
Version 2 software also adds the ability to automate faders and pan 
using MIDI messages. 

Another item of note is that the D16 has MIDI in and out con-
nectors and is capable of outputting MIDI timecode (MTQ as well 
as sending or receiving MIDI machine control messages. This lets 
you sync an external sequencer to the D16 as well as remotely con-
trol the basic transport features (record, play, fast-forward, rewind, 

If recording quality 

is the issue - 

our new microphone 

is the solution 
Nothing comes close to the exceptional quality 

provided by the all-new large diaphragm 

Type 3541- the microphone that sets new 

standards in recording technology Combining 

outstanding build quality with unrivalled 

specifications, the Type 3541 ensures that 

from today, your soloist recordings need 

never be compromised 

Contact us to request your DPA catalogue or 

for your opportunity to audition the new 3541 

3541@tgina.com 

Or, check out our website for all the latest info 

on this and many other quality DPA product 
www.dpamicrophones.co 

Only Type 3541 delivers: 

• I he highest output available 

• Extremely low self noise 

• High SPL handling characteristics. 

• Choice of solid state or tube 
preamp technology 

• All accessories included in 
sturdy carrying case 

M ICROPHONES 

TGI North America Inc. 
300 Gage Ave., Suite #1 Kitchener,ON Canada N2M 2C8 

Tel-(519)745-1158 Fax:(519)745-2364 
Toll Free Dealer Faxline: (800)525-7081 
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D16 VERSION 2 
Version 2 of the D16 operating system was recently released as a free up-

grade. The new version provides the addition of many frequently requested 

features, such as MIDI automation of mixer faders and pan, support for data 

backup to CD-R/RW, slaving the D16 to MIDI sync, WAV file import and 

export, track fade in/-out and normali7e, and much more. Visit 

www.korg.com for information on how to update your machine. 

stop, and locate), or, with Version 2 soft-
ware, you can slave the D16 to external 
MIDI sync. 

BURNING CDS AND BACKING UP 
The D16 has a standard 25-pin SCSI con-
nector that supports up to seven external 

Neumann's award-winning KM 184 cardioid 
ITUl mic is now joined by two siblings - the KM 183 

omni and the KM 185 hypercardioid Available in 
classic nickel or matte black, with hardwood box 

standard, only from your authorized Neumann USA 
dealer . Visit www neumannusa com/180 to learn more. 

Neumann USA Ie K1 Í 180 Family 
TeLephone 860 434 5220 • FAX, 860.434.3148 

SCSI devices. You will definitely want some 
type of removable media backup device 
such as an Iomega Jaz or Castlewood Orb 
drive, and you may want a second hard 
drive for more storage space. The D16 
comes with an internal 2.1-GB hard drive 
that provides up to 6.5 hours of record 
time. Of course, if you're recording a lot of 
tracks, you could use that drive up in just 
a few songs. 

With an optional SCSI CD-R drive you 
can record your mixed songs onto a Red 
Book audio CD that can be played back on 
any CD player. With Version 2 software, you 
can also use a CD-R or CD-RW drive for 
backup purposes — a much-requested fea-
ture. You can burn your songs onto a CD-
R one at a time, but remember that you 
won't be able to play the CD back in a stan-
dard CD player until you "finalize" the disc. 
After a disc is finalized, you can no longer 
record onto that CD. When recording 
songs to CD-R, the system places approx-
imately two seconds (not user-definable) of 
silence between each track. 

IN USE 
It took me a little while to get comfortable 
with how the D16 worked, but it became 
much easier as I read through the man-
ual and played around. The interface of 
the D16 is based around a touchscreen 
LCD and a host of feature-specific but-
tons. The touchscreen worked well and 
made the unit easier to use. Tracking, in 
particular, is a breeze. I found it easy to 
lay down tracks, record multiple takes, 
and quickly sketch out song ideas on the 
D16. The built-in guitar amp simulator 
and microphone simulator allowed me to 
get some decent-sounding tracks on 
tape with just my Tele and a Shure 
SM57 microphone. The D16 is capable of 
recording up to eight simultaneous tracks 
and playing back up to 16 tracks. That is-
n't the limit though, as each track has 
eight virtual tracks associated with it, al-
lowing you to easily record multiple 
takes, edit them, and then bounce down 
to a composite track. 

CONCLUSIONS 
The Korg D16 is a recording studio in a box, 
a rather small box at that. I was impressed 
with how easy it was to use, the capability it 
had for covering all the bases in recording 
and mixing a song, and the flexibility it of-
fered. All in all, the D16 is a powerful machine 
that has the tools to produce great-sounding 
tracks with a minimal overall investment. 
We've come a long way since the old four-
track tape days.... Re 
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E IN REVIEW 

Sennheiser EW 335 Evolution 
Wireless Microphone System 

The latest evolution 

in wireless mics 

BY STEVE LA CERRA 

The Sennheiser EW 300 Evolution wire-
less microphone system is a UHF-band 
RF system designed primarily for live 
sound applications. Several variations of 
the EW 300 system are available, in-
cluding the EW 312 omni and EW322 
cardioid lavalier, EW 372 guitar/bass, 
EW 352 headset, and EW 335 handheld 
vocal microphone. All of these systems 
use the same EM 300 receiver; the dif-
ference is in the transmission device. 
Therefore, it's possible to change the 
transmitter for differing applications 
while still using the same receiver. 

For this road test, I used the EW 335 
system, which includes the EM 300 and 
the SKM 300 handheld transmitter 
fitted with the MD 835 cardioid dynamic 
microphone element. 

EM 300 RECEIVER 
The EM 300 is a half-racicspace unit with 
a generous LCD and a minimum of con-
trols on the front panel. The display 
shows RF level, audio level, mute status, 
and diversity status, as well as frequency, 
channel, or name (more on those later). 
Accompanying the LCD are four push-
button switches: power on/off, up, 
down, and set. The rear panel has XLR 
balanced and 1/4-inch balanced/un-
balanced audio outputs, a pair of BNC 
antenna jacks, a pot for adjustment of 
audio output level, and a DC socket for 
connecting a wall wart power supply 
(included). Unlike some of the less 
expensive wireless receivers I've been 
seeing lately, the chassis of the EM 300 is 
made of metal, providing not only struc-
tural strength, but increased RF shield-
ing — making it more attractive to pros 
with serious touring in mind. An optional 
kit is available for rack mounting. 

THE SKM 300 
The SKM 300 wireless transmitter is a 
handheld transmitter slightly larger than 

a "typical" wired vocal mic. As men-
tioned, our SKM 300 came outfitted with 
the MD 835 capsule; it may also be pur-
chased with the MD 845 supercardioid 
dynamic or the MD 865 supercardioid 
condenser microphone elements. The 
bottom portion of the SKM 300 unscrews 
to reveal a compartment for the requisite 
nine-volt battery. A hinged locking lever 
holds the battery in place. Interestingly, 
the locking tab will not close if the battery 
is inserted backwards, ensuring that the 
battery is inserted with correct polarity. 
Once the battery is installed, you simply 
screw the case closed and the system is 
ready to use. At the base of the mic is a 
small LCD screen that shows frequency 
and battery status on an eight-segment 
bar meter. A "low bat" message appears 
if battery capacity is insufficient. On the 
bottom of the base is a round protective 
cap that rotates to expose several small 
push-button controls for the transmitter. 
There's an on/off switch, a mute switch, 
and up, down, and set buttons. A red LED 
indicates that the mic is operating, if the 
LED is flashing, the battery should be re-
placed at once. 

ON THE ROAD AGAIN 
I'll get to the various capabilities of the EW 
335 in a moment, but the most striking 
thing about this system is that, in spite of 
its sophistication, it's a breeze to use: all 
you need to do is attach the antenna, plug 
it in, and turn it on. The receiver's LCD 
lights, indicating power is present. If the 
transmitter isn't turned on, the receiver 
automatically enters mute mode. This 
comes in handy when dealing with inex-
perienced people who turn the mic off at 
inopportune moments (usually when the 
PA is cranked up and the vocal fader is 
open), so you won't have to worry about 
hearing a rude hash sound from the re-
ceiver when transmission isn't present. 
Turning the mic on automatically un-
mutes the receiver. Simple and effective. 
Turning the mic off without first muting 
it will result in a low-level "tick" at the au-
dio output, immediately after which the 
receiver will mute. I found this much 
more friendly to deal with than the typi-
cal rude "ssssshhhhhhh" most receivers 
produce after losing transmission. The 
LCD's "I" and "II" indicators show which 
of the two diversity receivers is online at 
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"In the future, hundreds of microphones 
will fit in a single rack space."> H. D. Wells, 

Bromley, England, 1899* 

Thanks to to the new AMM-1 Microphone Modeler from 
Antares, the future is now. 

Inside this unassuming (but stylish) 1U rack is contained 
the spirit of many of the world's most revered micro-
phones. Based on the same technology that made our 
Antares Microphone Modeler the most talked-about 
software plug-in of 1999, the AMM-1 lets most any 
reasonable quality microphone sound like any of a wide 
variety of high-end studio mics. 

From historical classics to modern exotics to a selection 
of industry-standard workhorses, simply tell the AMM-1 
what microphone you are actually using and what 
microphone you'd like it to sound like. It's really as 
simple as that. You can even mix and match the bass 

11111111111ft... 

I tillgilee 
and treble characteristics of 
different microphones or add 
the warmth of classic tube 
saturation. 

And with over 100 mic models 
built in, as well as the ability to add new models down-
loaded from our web site, the AMM-1 will insure that you 
always have the right mic sound for every track. 

So check out the new AMM-1 at your local Antares dealer. 
Where the future is still what it used to be. 

And don't forget the plug-in 
version available for TDM, MAS, 
RIAS. DIRECTX and MAC VST 

*H. D. Wells, H. G. Wells's little-known 
older brother, shared his more famous 
siblings's visionary acumen but, due 
largely to his futile desire to be a rock 
star fully 50 years before the arrival of 
rock, lived most of his life in obscurity, 
playing in a succession of Gilbert & 
Sullivan cover bands in pubs in and 
around Bromley.** 

WHERE THE fUTURE'S 

STILL WHAT IT USED TO BE 

• * OK, we made all that up. Think you curs do better? Then 
send your own H. D. Wells Biography (in 100 words or 
less) to biographyessantarestech.com (or to the address 
below) by October 1, 2000. Using arcane criteria known 
only to us, we'll pick our favorite and send the author 
a free Antares plug-in of his or her choice. Really. 
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E IN REVIEW 

LAB REPORT 
MANUFACTURER: Sennheiser Electronic Corporation, One Enterprise Drive, Old Lyme, CT 06371. 

Tel: 860-434-9190. Web: www.sennheiserusa.com. 

SUMMARY: Handheld UHF wireless microphone system for live performance applications. 

STRENGTHS: Great RF performance. High-quality sound. Very easy to use. 

WEAKNESSES: Wall wart power supply. Some buttons on the transmitter may be difficult to access 

with large fingers. 

PRICE: S1,235 EQ FREE LIT. #: 106 

any moment. During performances, I nev-
er heard artifacts as the receiver switching 
between I and II. 

WHAT'S ON THE MENU 
Both the transmitter and receiver of the EW 
335 have several menus for parameter ad-
justment. On either unit, the menu is ac-
cessed by pressing the "Set" button. Trans-
mitter menus include frequency, sensitivity, 
display, tune, and lock. Simply press "Set" 
until you reach the menu you wish to access. 
The buttons on the SKM 300 transmitter are 
rather small, so those with large fingers will 
probably fumble a bit until they get the hang 
of it. During operation, this characteristic is 
actually a strength, because you won't have 
to worry about someone inadvertently 
changing a critical setting. After scrolling to 
the desired menu, the up and down buttons 
change the value. Selecting a new value caus-
es the LCD to flash; pressing "Set" again en-
ters the value, which will be remembered the 
next time the power is turned on (this is also 
true of the receiver). The Frequency menu 
allows the transmitter to be set to one of eight 
broadcast frequencies. Depending on geo-
graphic location, Sennheiser supplies the 
system set to operate within one of five UHF-
band frequency ranges. Within this range, 
eight preset channels are provided; each 
channel is tunable in 25 kHz steps, provid-
ing 1,280 possible frequencies. 

The SICM 300's "Sensitivity" parameter 
is adjustable from 0 to —30 dB in 10 dB steps 
to accommodate vocalists of various 
strengths. "Display" toggles the LCD be-
tween showing the actual broadcast fre-
quency or the channel number (1 through 8). 
"Tune" accesses the fine-tune function for 
tweaking out interference in problem areas. 
The "Lock" function denies access to all 
menus, and prevents the transmitter from 
being powered off — even if the power 
switch is pressed. Many engineers will find 
this useful for dealing with [sigh) absent-
minded performers who mistakenly turn 
their mic off during a show and then won-
der why their mic isn't working. Once 

you've set the parameters, rotating the pro-
tective cap conceals the switches, yet still al-
lows the power LED to show through (very 
clever). "Mute" does exactly what you'd ex-
pect, and it created no audible noise from 
the receiver when switched on or off. 

The EM 300 receiver offers the same 
basic menus as the SICM 300, with a cou-
ple of changes. For obvious reasons, the 
receiver omits the sensitivity adjustment. 
"Squelch" is adjustable from 5 dB to 40 dB 
in 5 dB steps. (I used the 5 dB factory set-
ting.) The "Display" menu works similar 
to that of the transmitter, plus adds the 

Most of these shows were fly-ins where set-
up time was minimal and tweaking was of-
ten impossible. Even under such adverse cir-
cumstances, RF performance of the EW 300 
was excellent. I rarely heard any RF 
"fffffffttttt" or experienced any dropouts. In 
a few cases where I heard a bit of interfer-
ence, moving the antenna or the receiver a 
few inches usually cured the problem. 
There was one notable exception: the Wis-
consin State Fairgrounds in Milwaukee. 

At this venue I was unable to use the 
system because RF was completely horren-
dous (our other wireless systems were 
equally ineffective). Due to time constraints, 
I was unable to try varying the broadcast 
channel or fine-tuning the channel(s) — it 
was definitely a grab-it-and-growl situation. 
However, I never experienced cross-channel 
problems, even when using the EW 300 with 
five wireless systems running concurrently. 

In terms of audio perfortnance, the EW 
335 system sounded great —virtually indis-
tinguishable from a high-quality wired hand-
held mic. Vocals were loud, clear, and 
actually maintained dynamic range, unlike 
many lesser wireless systems that compand 

SPECIFICATIONS 
RF Band UHF 

Audio Response 60 Hz to 18,000 Hz 

THD  Less than 0.9% at 1 kHz 

Signal-to-Noise Ratio Greater than 110 dBA with Sennheiser HDX 

Transmitter Output  30 mW 

Receiver Principle True diversity 

Battery Life  8 hours (minimum) 

Maximum SPI  150 dB SPL for the MD 835 capsule 

option of entering a six-character name. 
This is very cool for venues with multiple 
systems, but I wish the "Name" option was 
available on the transmitter as well — this 
would prevent one performer from mis-
takenly using another performer's mic. A 
very cool aspect of the EW 335 system is 
that the moment you alter either the trans-
mitter or receiver frequency, the receiver 
mutes its audio output. Once the trans-
mission and reception frequencies are 
matched, the receiver automatically 
unmutes. When powered up, both the 
transmitter and receiver LCDs show fre-
quency or channel of operation (or, in the 
case of the receiver, the name given to that 
particular system). 

OUT HERE IN THE FIELD 
I used the LW 300 system over a period of 
about three months on a tour that ran 
across the country (and briefly in Canada). 

the life out of the audio in an effort to increase 
broadcast strength. The MD 835 capsule has 
a gentle presence peak at around 5,000 Hz 
that I found to be "just right" — audible 
enough to help vocals cut through the mix, 
yet subtle enough not to be harsh-sounding. 

Sennheiser's HDX noise reduction cir-
cuitry is employed in the system, and, 
whatever it might be doing electronically, it 
does well and inaudibly, resulting in very qui-
et performance. On several occasions, the 
mic was used for a cowbell without any mod-
ification of the sensitivity parameter. The MD 
835 capsule had absolutely no problems with 
the additional signal level. 

ON THE AIR 
Sennheiser has created a great wireless 
system in the EW 300. It's a bit pricey for 
the casual gigging musician, but well 
within reach of vocalists who are serious 
about their performance tools. IQ 
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Adding to the already versatile DA7 Digital Mixer, our latest software (Ver. 2.01) allows the DATs transformation 

into a mixing control surface for DAVVs; Pro Tools, Steinberg and MOTU Digital Performer 2.7. 

The Panasonic DA7 is also the perfect mixer for the trailblazing studio with a TASCAM MX-2424, Mackie 

HDR24/96 or a combination of recorder and DAVV. Its 38 inputs including 16 mic/line ins with 24- bit A/Ds, 

plus up to 24 digital I/0s give it both the audio quality and functionality for professional 24 track recording. 

As the proven solution for interfacing and controlling the hottest new products, with their new 

formats and standards, the DA7 will make the match while you get busy mixing the tracks. 

3330 Calmenga Blvd Los Angeles CA 90068 • 3234363617 • www.panasontc com/proaudio 

Distributed in Canada by Panasonic Canada Inc • 905-238-2115 

All trademarks are copyright of their respective owners 



E Q IN REVIEW 

Royer Labs R-121 & SF-12 Ribbon Mks 
Royer Labs updates 

the ribbon mic concept 
with natural, smooth-

sounding results 

BY ROB MCGAUGHEY 

On their Web site, Royer Labs refers to the 
R-121 as the "world's first radically re-
designed ribbon microphone." While I 
can't comment on how radical the re-
design is, I can say the result is one fan-
tastic-sounding, highly versatile micro-
phone. I must admit right up front that 
both the R-121 and SF- 12 microphones 
blew me away. I used these microphones 
to record just about everything I could 
think of, and the results consistently 
ranged from good to outstanding. 

So what's so radical about these 
ribbon microphones? According to the 
manual, they use advanced materials 
and innovative construction techniques 
for their ribbons and take advantage of 
modern neodymium magnets to pro-
duce strong magnetic fields in a much 
smaller package than vintage ribbon 
microphones. 

The R-121 is Royer Lab's flagship 
product. It's a bidirectional (figure-8) 
ribbon microphone capable of with-
standing sound pressure levels of 
greater than 135 dB. It should be noted 

that the R-121 is a side-address micro-
phone, which is somewhat unusual for 
a microphone of this size. The stock fin-
ish of the R-121 is a good-looking bur-
nished satin nickel with a green logo. 
The microphone looks great and feels 
like it is built like a tank. There's an op-
tional matte black chrome finish 
available for the R-121, but I 
much prefer the stock finish. 
The R-121 comes in a beautiful 
wooden jewel case lined with a 
soft, red, velvet-like material. 
For what it's worth, the R-121 mi-
crophone and case are among 
the most aesthetically pleasing 
that I've come across. 

The SF- 12 is a stereo coinci-
dent ribbon microphone that 
utilizes two bidirectional (figure-
8) elements positioned one on 
top of the other and forming a 90° 
angle. The SF- 12 utilizes a thinner 
(as opposed to the R-121) 1.8-mi-
cron aluminum ribbon that still 
claims to handle sound pressure 
levels in excess of 130 dB. With 
the SF- 12 you can record stereo 
tracks using either the classic 
Blumlein or Mid-Side (MS) tech-
nique. The SF- 12 comes stock in 
a matte black chrome finish but 
is also offered in a dull satin nick-
el finish. The matte black chrome 
is less noticeable if you're record-
ing live events and don't want to 
draw attention to the micro-
phone, but, in my opinion, the 
dull satin looks cooler. 

R EP El T 
MANUFACTURER: Royer Labs, 821 North Ford Street, Burbank, CA 91505. Tel: 818-760-8472. 

Web: qwy.r.royerlabs.corn. 

SUMMARY: The R-121 is a versatile ribbon microphone that can be used to record lust about 

anything and is ideally suited for either live or studio recording. The SF- 12 is a 

versatile stereo ribbon microphone that is ideally suited for recording orchestras, 

choirs, string sections, brass sections, woodwinds, drum set, piano, acoustic guitars, harp, etc. 

STRENGTHS: Smooth. Warm. Detailed. Minimal coloration. Low self- noise. Wide dynamic range. 

Can withstand high SPLs. Versatile. Lifetime warranty to original owner takes risk out 

of purchasing u r ibbun inicrophore 

WEAKNESSES: Proximity effect on R-121 can be overwhelming. 

PRICE: R-121, 5995; SF- 12, 52,150. EO FREE LIT. #: 101 

THE R-121 IN USE 
1 was provided with a pair of R- 121's for 
review. For my first tests, I pulled out my 
trusty Guild IF-30 jumbo for a heavy 
strumming part that I needed to add to 
a song. For starters, I plugged one of the 
R- 121's in and placed it about 12-14 
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CLASSIC 
SOUND 

The choice of countless musicians, venues and 
sound engineers, the Spirit Folio range is 
unique. Combining professional features 
and sound quality in a compact, rugged 
and stylish frame, there's a Folio 
console perfect for any application. 

Every Folio console, except Notepad. 
features Soundcraft's acclaimed 
UltraMic'" mic preamps, providing low 
noise with massive headroom. And 
every Spirit fader is 100mm long, 
providing the increased control that 
professionals demand. Of course, all 
Folios incorporate the classic 
Soundcraft EQ, delivering the warmth 
and punch you've been looking for but 
thought you couldn't afford. 

To discover why the Spirit Folio range is in 
a class of its own, visit your local Spirit by 
Soundcraft dealer and ask for us by name. 

wvvw.spiritbysoundcraft.com 

Tel: (0)1707 665000 (UK) 
Toll Free: 800 255 1,363 ( US) 

H A Harman International Company 

rICITepo 

FOLIO SX 
• 12 mono inputs with high quality 

1.11traMicim mic preamps 

4 stereo inputs 

• Professional 100mm long throw' faders 

• 3.bond mid sweep EQ 

(with high pass filter) 

• 4-bus structure 

• 20 inputs to mix 

19" Rockmount option 

FOLIO N OTEPAD 
• 4 mono mic/line inputs with 2 band EQ 

• 2 stereo inputs with turntable preamps 

• 2-track return for tape or DAT/CD 

• Separate monitor and mix outputs 

• IX send for outboard FX units 

• Optional mic stand adaptor 

FOLIO FXS 
• 8 mono inputs with high quality 

UltraMicTm mic preamps 

• 4 stereo inputs 

• Professional 100mm 'long throw' faders 

• Built-in programmable Lexicon effects unit 

• 3-band mid sweep E0 (with high pass filter) 

• 4-bus structure 

• 19' Rackmount option 

Free rackmount unit available with every console (USA only) 

FOLIO F 1 
• 6 or 8 mono input versions with high quality 

UltraMicrm mic preamps 

• 4 stereo inputs 

▪ Professional 100mm 'long throw' faders 

• 3-bond mid sweep EQ 

(with high pass filter) 

• Mono sum output 

é 19" Rackmount option 

FrILlo FX 1 6 
• 16 mono inputs with high quality 

UltraMicim mic preamps 

Professional 10Ornm ' long throw. 

faders 

• Built-in programmable Lexicon 

effects unit 

• 3-band mid sweep EQ 

(with high pass filter) 

• 4-bus structure 

• 26 inputs to mix 

• 19' Rockmount option 

SPIRIT 
BY 9 auwocre.er 
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ROYER LABS R-121 SPECIFICATIONS 

inches in front of the guitar near where the 
neck meets the sound hole and angled slight-
ly back toward the bridge. The sound was 
big, full, and very natural sounding. The tim-
bre balance of the guitar was very good, and 
I was quite pleased with the sound. For the 
sake of comparison, I grabbed a couple of the 
"standard" condenser microphones nor-
mally used on acoustic guitar. The R-121 was 
definitely the most natural sounding, and 
also smoother on the top end. The other 
mics were somewhat harsh in comparison. 

The next day I was recording eupho-
nium tracks and decided to try the R-121. I 
placed the mic about a foot above the bell. 
Again, I was impressed by the warm, 
smooth, natural sound. Based on my expe-
riences, the R-121 should work great on all 
brass instruments; it can even take the high-
decibel punishment of screaming trumpets. 
The beauty of the R-121 is the way it cap-
tures the louder dynamics without getting 
harsh. It seems no matter how hard you 
push it, you get the same smooth and nat-
ural response. 

I'd heard of the R- 121's reputation as a 
great choice for miking electric guitar amps, 
so I decided to give it a try. The first test was 
to wind up my old black-face Fender Deluxe 
Reverb and get a good singing tone. I 
placed the R-121 about a foot in front of the 
amp; the resulting recording sounded just 
like the amp. Very natural, very smooth. In 
fact, when recording digitally, the R-121 
seemed to warm up the recording and give 
it a more analog sound. I tried a variety of dif-
ferent types of electric guitar sounds and the 
result was the same — the recordings 
sounded just like the tone in the room. 

Next, I tried the R-121 on miscella-
neous percussion instruments. I used it on 
hand drums, earth drums (frame drums 

played with a mal-
let), shakers, 
maracas, and a 
tambourine. In all 
cases they sound-
ed fantastic. You 
could really hear 
the detail of the 
hand striking the 
drum, the beans 
in the maracas, 
etc. I was im-
pressed by the lev-
el of sonic detail 
and, once again, 
the sound was 
very natural. With 
some trepidation, 
I put an R-121 
about six inches above a snare drum — not 
something you'd normally do with a ribbon 
microphone! Even on loud snare hits the re-
sponse was smooth and unstrained. 

I also used the R-121 for vocal tracks. 
On one particular female vocalist, the R-121 
was absolutely perfect — it truly captured 
the essence of her voice. You do have to be 
a bit careful in this application, as the R-121 
exhibits a very strong proximity effect. 

Overall, this is an excellent vocal mi-
crophone. I found that on female vocalists 
the best placement was about 16 inches 
away, whereas on male vocalists it sound-
ed better to bring the mic in closer and use 
the proximity effect to make the sound 
bigger. A pop filter is an absolute necessity 
when using the R-121 to record vocals, and 
the optional shockmount is highly rec-
ommended. Because the mic is so sensi-
tive, you may want to gate or automate 
down between phrases because the R-121 
will definitely capture (potentially) un-

Generating Element 

Polar Pattern 

Frequency Range 

Sensitivity 

Output Impedance 

Rated Load Impedance 

Maximum SPL 

Output Connector 

2.5-micron aluminum ribbon 

figure-8 

30 Hz - 15 kHz @ 3 dB 

-54 dBV Ref I V/Pascal @ 1 dB 

300 Ohms (nominal) balanced 

>1000 Ohms 

>135 dB 

XLR 3-pin (pin 2 hot) 

ROYER LABS SF- 12 SPECIFICATIONS 
Generating Element 

Polar Pattern 

Frequency Range 

Sensitivity 

Output Impedance 

Rated Load Impedance 

Maximum SPI 

Output Connector 

1.8-micron aluminum ribbon 

symmetrical figure-8 

30 Hz- 15 kHz @ 3 dB 

-54 dBV Ref 1 V/Pascal @ I dB 

300 Ohms @ I kHz (nominal) balanced 

>1500 Ohms @ 300 ( nominal impedance 

>130 dB 

XLR 5-pin 

WHAT'S A RIBBON MICROPHONE? 
Ribbon microphones came into prominence in the I Y3Us and were originally de-

signed and used for radio broadcasts. Companies such as Western Electric and RCA 

pioneered this technology und il provided a significant improvement over other micro-

phones available at the time. Ribbon microphones are based around a thin corrugat 

ed " ribbon" of aluminum foil suspended between the poles of a magnet. When 

sound waves strike the ribbon, it begins to move, and a small current is generated 

Early ribbon microphones were often quite large due to the physical size of the 

magnet required to generate an appropriate magnetic field, as well as the size of the 

transformer required for the output signal. They were also fragile due to the delicate 

nature of the aluminum ribbon, which was often thinner than the thickness of a human 

hair. Ribbon microphones were popular in the ' 30s, '40s, and '50s, but began to 

lose ground with the advent of modern condenser microphones that were more 

durable, consistent, and smaller in si7e But, today, the old ribbon microphones made 

by Western Electric, RCA, and others are still revered in many circles. 

wanted sounds such as breathing, throat 
noise, etc. 

THE SF- 12 IN USE 
The folks at Royer recommended that I try 
the stereo SF- 12 on a drum kit, so I went to 
another studio where some drum tracking 
sessions were taking place. They already had 
nine close mies on a rather large drum kit, 
so I just put the SF- 12 on a large boom stand 
about 10 feet in the air, centered directly 
above the drum kit. On listening back to the 
resulting tracks, we decided that the SF- 12 
sounded best by itself — no close mies at all. 
The only thing we added was just a little of 
the RE-20 in the kick drum for presence on 
the bottom end. The sound of the drums 
was natural and meshed with the other 
tracks nicely. We used a little EQ to bring out 
the snare drum in the bridge of the song, 
but, other than that, the stereo SF- 12 drum 
tracks worked well as recorded. 

I also used the SF- 12 to record a 
grand piano. I placed the microphone 
about three feet from the curve of the piano, 
with the lid at full stick. I played with the po-
sitioning of the SF-12 a bit, but, once I found 
the sweet spot, it really sounded great. It was 
very natural, and captured the sound of that 
piano in that room — including the perfor-
mance's wide dynamic range. I'd rate this as 
one of the best piano recordings I've ever 
done, in large part due to the SF- 12. 

CONCLUSIONS 
The R-121 is a fabulous microphone. It's 
versatile enough to use on just about 
anything. I found that its sweet spot 
tended to be about a foot from the sound 
source for most close miking applica-
tions. It picks up every detail; so much so 
that you have to be a bit careful — you'll 

continued on page 154 
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SM. Console 
Hundreds Of Hits Already Produced. 

Thousands More Still To Come. 

• •;-41‘6.,;••• 

As the great studios of the world refit with new St 9000 SuperAnalogue " and Axiom-MT digital consoles, 
it's never been easier to buy a classic, pre-owned St 4000. 

Professional Audio Design is North America's exclusive factory-authorized supplier of pre- owned SSE consoles, 
each sold with a full warranty and on- site commissioning by our 5SL-trained technicians. 

Every console is prepared for sale in strict accordance with factory procedures and we can also undertake 
custom upgrades, expansions and reconfigurations to customers' requirements. 

Professional Audio Design always has a wide choice of pre- owned SSE consoles in stock and favourable financing 
is available. Call today or visit our web site for a full list. 
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Professional Audio Design, 351 liberty Street, Rockland, MA 023/0 lei: 181-982-2600 Fax: 181-982-2610 info@proaudiodesion.com 



E Q IN REVIEW 

AKG C 2000 
Condenser Microphone 

A versatile, affordable 

mic for stage and 

studio applications 

BY STEVE LA (ERRA 

The AKG C 2000 B is a fixed-pattern, 
cardioid condenser microphone 
designed for use in studio and stage 
applications. The C 2000 B uses a 
1/2-inch diameter gold-sputtered di-
aphragm. A neutral barrier is placed 
between the back plate and the mylar, 
preventing the diaphragm from 
touching the back plate under high-
SPL conditions. AKG has designed the 
C 2000 B for use in miking a variety of 
instruments, including vocals, horns, 
acoustic guitars, strings, piano, cym-
bals, toms, and snare drums. 

The C 2000 B is housed in a die-
cast body with two switches for mod-
ifying the response of the mic: a 10 dB 
pad and a 500 Hz low-frequency 
rolloff with a 6 dB slope. Since the C 
2000 B is internally shock-mounted, 
AKG ships the mic with a pivot-type 
stand adapter; users requiring critical 
isolation from mechanically trans-
mitted noise can use AKG's H 100 sus-
pension mount (optional). A flange on 
the end of the C 2000 B's connector 
shaft prevents the mic from slipping 
out of the H 100, as well as the stand 
adapter — even when the mic is 
mounted upside-down (very clever). 

IN THE STUDIO 
Our first use of the C 2000 B was on a 
studio drum kit as an overhead, 
placed approximately five and a half 
feet high, directly over the snare 
drum. In this application the mic em-
phasized the cymbals and pro-
duced a beautiful, meaty tone 
from the snare drum. Tran-
sient response from the toms 
was good, but the mic was too 
far away to really emphasize 
the low-frequency resonance 
of the toms. When we moved 
the mic down to about a foot 
above the toms, the bottom 
end of the C 2000 B blos-
somed, capturing a round res-
onance from the toms but still 
clearly maintaining the tran-
sient of the stick hitting the 
head. Using just one addi-
tional mic for the kick drum, 
we were able to create an ex-
cellent (mono) drum sound 
with the immediacy of close-
miking and a frequency re-
sponse that was extended at 
both extremes. 

When we used the C 2000 B 
to close-mic a Noble & Cooley 
Alloy Classic snare drum, the 
mic really captured the "guts" in 
the low-300 Hz region, keeping 
the drum from sounding wimpy 
against a big kick sound. We no-
ticed in this situation that the 
C 2000 B's cardioid pattern is not 
particularly tight, so care must be 
taken in positioning it to avoid 
undesired leakage. The C 2000 B 

has a slight peak (about 3.5 dB) around 
10,000 Hz; in most instances this peak 
lent "air" and space to sounds, but 
when used to close mic a pair of Zild-
jian New Beat hi-hat cymbals, the 
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MANUFACTURER: AKG Acoustic, 1449 Donelson Pike, Nashville, TN 37217. Tel: 615-360-0499. 

Web: www.akg-ocontii . 

SUMMARY: Condenser microphone for studio and stage applications. 

STRENGTHS: Extended frequency response. Useful for a large variety of instruments and applications. 

WEAKNESSES: Fixed cardioid pattern is rather wide. Low-frequency rolloff is set at 500 Hz. 

PRICE: $299 EQ FREE LIT. 4: 108 
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AKG C 2000 B SPECIFICATIONS 

Type- Pressure Gradient Condenser 

Polar Pattern:  Cardinid 

Maximum SPL:  140 dB, or 150 dB with pad switched on (tor 0.5% 1'HI)) 

Power Requirement:   9 to 52 volts DC phantom powei 

Signal-to-Noise Ratio:  74 dB, A-weighted for 48-volt phantom time: ing 

Current Consumption: I  ess than 2 milliamps 

tone was a bit edgy for our taste. 
We also used the C 2000 B in the 

studio for acoustic guitar and for lead 
and background vocals. On male lead 
vocal, the mic doesn't add a lot of per-
sonality. Whether you like this or not will 
depend upon the vocalist, the applica-
tion, and how well the vocalist can work 
the mic's proximity effect — which in-
creases subtly as distance from the mic 
goes from about six inches to one inch 
from the capsule. Closer than this, and 
the bottom gets bloated, making pop-
ping " P's" an issue. The relatively wide 
cardioid pattern is a plus when record-
ing vocals because a singer can move as 
far as t35° off-axis of the C 2000 B with-
out noticeably changing the timbre of 
the sound. We did a bit of stacked har-
mony and noticed that tracks recorded 
with the C 2000 B maintained clarity 
when added together (not always the 
case when stacking vocals). Noise trans-
mitted from the mic stand was well-
damped by the internal shock mount. 
Switching in the low-frequency rolloff all 
but eliminated rumble, but also thinned 
out the timbre considerably. It might 
have been nice if AKG gave us the option 
of another position on the rolloff, say at 
250 Hz. On acoustic guitar, the C 2000 B 
performed wonderfully, capturing the 
shimmery top end of the pick attacking 
the strings, and maintaining the full tone 
of the instrument without getting mud-
dy in the lower mids. 

ON THE ROAD 
We also dragged the C 2000 B on the road 
with Blue Oyster Cult for a few weeks. 
The mic took a bit of punishment, in-
cluding a drop to the floor from about 
three feet, and a whack on the grille from 
Bobby Rondinelli's drum stick. (And 
believe me, if you saw the size of those 
sticks, you wouldn't wanna be hit with 
one!) In any case, the mic survived un-
scathed. On Bobby's early- 1960s, brass 
shell Ludwig Super Sensitive snare drum, 
the mic totally rocked — to the point 
where he commented that the snare 

sounded awesome in his monitors. Fre-
quency response was wide open with a 
lot of " air" and plenty of crack, helping 
the drum cut easily through the dense 
mix of the band. Again, careful place-
ment was required to minimize leakage 
from the hi-hat. 

We also tried the C 2000 B on Blue 
Oyster Cult guitarist Allen Lanier's 
electric guitar rig. Allen plays very per-
cussively and, under certain circum-
stances, such as through a PA with ag-
gressive-sounding horns or through 
mics having peaky high-mids, his gui-
tar can sound harsh and unpleasant. 
With the C 2000 B, his guitar sounded 
smooth but still clear and articulate 
with no hint of harshness. Ditto for us-
ing the mic on Firehouse guitarist Bill 
Leverty's guitar rig, where the C 2000 
B's wide frequency range helped Bill's 
guitar fill out the mix of the trio-plus-
vocals instrumentation. We particular-
ly liked the way his solos sounded 
through the C 2000 B. 

THE BOTTOM LINE 
AKG has done a lot of things right with 
the C 2000 B. It works well on a wide va-
riety of instruments and it can be pow-
ered with 9 to 52 volts phantom — mak-
ing it useful for low-voltage portable 
supplies in location situations. Taking 
the mic apart for a look inside, we no-
ticed that the entire capsule is mounted 
on a multipin connector. In the unlike-
ly event of a failure, it should be easy to 
service. You do need to pay attention to 
your mic placement, but generally the 
mic is appropriate for just about any-
thing. It's a no-brainer for studios on a 
tight budget as well as those who need 
to round out their mic locker. 

EQ senior editor Steve La Cerra is cur-
rently handling FOH duties for Blue 
Oyster Cult's live shows. When not on 
the road, he is busy producing and 
recording in his project studio. Steve's 
latest CD, Flight, is now available 
through Amazon corn. 

CIRCLE 56 ON FREE INFO CARD 

(800) 222-4700 

sales@sweetwater.com 
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STEI NBERG/PROSON IQ 
-I-I FACTORY 

AND-ALII\IL I ST L L HITCH  STRETCHING PROGRAM 

BY CRAIG ANDERTON 
BASICS: This Mac/PC stand-alone application ups the ante for 
pitch/time shifting with WAV, AIFF, and (Mac only) SDII files. It 
supports 8-, 16-, and 24-bit word resolution and 22, 44, 48, and 96 
kHz sample rates, but also offers a "transcribe" mode that plays 
songs at half-speed for transcription, learning, or analysis. Other 
features include a choice of four algorithms (solo instrument, poly-
phonic music with fast encoding, polyphonic music with slower 
but more accurate encoding, and classical music), choice of for-
mant preservation, and batch processing. 

Minimum system requirements are (PC) 266 MHz PI! and 
32 MB RAM, (Mac) 120 MHz PPC, 16 MB RAM, Mac OS 8.0, and 
Apple Sound Manager 3.2. Unlocking copy protection requires 
authorizing the hard disk with a key floppy disk, or the "chal-
lenge/response" method for machines with no floppy. 

PROS & CONS: The interface is simple (see above) — you 
process files by entering a target length, percentage change, or BPM 
(if the latter, you're prompted for the file's original tempo), and can 
have multiple files open simultaneously for comparison. Prosoniq 
claims to use a new type of stretch technology; whatever they're 
doing is indeed above average, as there's little echoing/flutter, and 
no phasing with mono material spread across two channels. The 
greater the stretch, the lower the sound quality; but small 
changes are virtually undetectable. In fact, if you need a really ma-
jor stretch, processing a file several times with small stretches seems 
to work best. 

But the price of this power isn't just the higher software cost, 
but also the processing time (it took 87 seconds for an 850 MHz 
Celeron A to time-expand a 2.74 MB WAV file from 117.5 to 100 BPM 
at the "best" setting time-compressing seems to work faster). Also, 
you need to specify the "Best" rather than "Fast" algorithm to get 
accurate timings —important if you're using the program to change 
duration to hit an exact loop tempo. 

BOTTOM LINE: I've yet to meet the perfect time-stretcher, 
but Time Factory definitely does a better job than the "gener-
ic" time-stretchers included with digital audio editing programs. 
As expected, it also does better than Acid's algorithm, which is 
constrained by having to operate in real time. If you do lots of 
stretching, Time Factory is a well worth adding to your collec-
tion of processors. 

STEINBERG/PROSONIQ TIME FACTORY INFO 

PRICE: $599 
CONTACT: Steinberg, 21354 Nordhof-f St # 110 Chatsworth, 
CA 91311 Tel 818-678-51m Web www.cubase.net Circle 
EQ free lit # 109 

WEB IJNK: To compare a f Ile that has been time-stretched (from 
92.8 to 120 BPM) with Wavelab, Acid, Sound Forge, and Time Fac-
tory, as well as another set of f Iles that was pitch-stretched up three 
semitones using the same programs, go to www.ecimag.com 

HHB RADIUS 3 FATMAN 
STEREO TUBE COMPRESSOR 
BEEF UP YOUR TRACKS AND MIXES WITH 
HHB'S ROTUND TUBE COMPRESSOR 

BY MITCH GALLAGHER 
BASICS: For many project studio owners and engineers, the 
quest for recording fat, warm sounds onto digital media has led 
to vacuum tubes — tube preamps, compressors, and EQs are all 
the rage. The Radius 3 stereo tube compressor (the "Fatman") is 
HHB's latest entry into the tube gear battlefield. The unit sports 
stereo unbalanced instrument level inputs on the front panel, and 
stereo balanced 1/4-inch line ins and outs on the back (switchable 
from -10 dBu to +4 dBu). You're given the option of using one of 
15 preset control setups (Keyboard, Vocal 1, Electric Guitar 2, Snare, 
and so on). If the presets don't do it for you, switch to Manual, in 
which case you're given access to threshold and ratio controls, as 
well as switches for slow or fast attack and release times, and hard 
or soft knee operation. A cool backlit VU meter displays either out-
put or gain reduction. The unit works in linked stereo mode at all 
times; the controls adjust both channels simultaneously. 

PROS & CONS: The Fatman seems aimed pretty square-
ly at the entry-level user; the box is easy to use thanks to the 
presets and its straightforward controls. The manual is clear, 
and provides explanations of compression and descriptions 
of the Fatman's controls. The manual also details the Man-
ual control settings required to duplicate the various presets; 
these serve as excellent starting points for your own settings. 

Advanced users will also find things to like about the 
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Fatman. For example, the Fatman can serve as a tube DI box for 
guitars, basses, and keyboards. However, if you're an inveterate 
tweaker, you may find yourself missing complete control over 
attack and release times. There's also no sidechain input provided 
for frequency-dependent compression. Be aware that the unit 
is a hefty tabletop box— in my crowded studio I had trouble find-
ing a convenient place to put it. 

In use, the Fatman lives up to its name. I tried it on a va-
riety of signals, such as direct electric guitars, various synths, 
drums, basses, and vocals; in each case the output sound was 
rounder and fatter than the input sound. I wouldn't call it the 
least-colored compressor I've used (although it is clean, with 
a reasonable noise floor), but then, it's not supposed to be. 

BOTTOM LINE: I really liked the Fatman as a front-end for di-
rect-recording various instruments, such as basses, and big, punchy 
synths. I was also happy with it for rounding out and punching up 
snares, kicks, and drum kits, and as a tube warmth stage for elec-
tric guitar running through a Line 6 Pod Pro. It's not the first com-
pressor I'd reach for if I was going to process an entire mix or more 
delicate sounds, but for added girth and presence, it's great. 

If you're looking to pick up your first compressor, the Fat-
man provides an easy, fat-sounding introduction. The presets 
make good starting points, and the manual is very helpful. If 
you already have a compressor or two in your rig, the Fatman 
offers an alternative color that you may find useful. Beef it up! 

HHB RADIUS 3 FATMAN STEREO 
TUBE COMPRESSOR INFO 

PRICE: $469 
CONTACT: HHB Communications, 1410 Centinela Ave Los Ar 
ieles CA 90025 Tel 310-319-1111 Web www.hhbusa.corn 
Circle EQ free lit #110 

STEINBERG/TLAUDIO EQ-1 
POPULAR TUBE EQUALIZER TURNS INTO 
A PI I. G-IN 

BY CRAIG ANDERTON 
BASICS Designed for DirectX and VST host applications, this 
Mac/PC plug-in models the TLAuclio EQ-1 tube equalizer. Neither 
parametric nor graphic, the EQ-1 is a gentle, wide-bandwidth EQ 
with ±30 dB input and output gain controls and four bands, each 
with a four-position frequency switch. The Low band (60, 120, 250, 

500 Hz) and High band (2.2, 5, 8, and 12 kHz) each have ±20 dB 
boost/cut controls; the Low Mid (025, 0.5, 1, 2.21cHz) and High Mid 
(1.5, 2.2, 3.6, 5 kHz) bands have ±12 dB boost/cut controls. A three-
position switch selects right, left, or both channels of a stereo pair. 

Minimum system requirements are (PC) 133 MI Iz Pentium, 
32 MB RAM, Windows 9X/ NT 4.0; (Mac) 604e/132 MHz 
processor, 24 MB RAM, and Mac OS 7.5. Unlocking copy pro-
tection requires entering a code for Windows; for Mac, a key flop-
py disk authorizes the hard disk. For floppy-less Macs, quick-
ly send in a "challenge" code to get the appropriate "response" 
— the demo mode expires in 15 days. 

PROS & CONS: Unlike the hardware version, you can see an 
EQ curve (see above). However, when mastering I rarely use boosts 
and cuts of more than a couple dB, which don't show up well on 
the ±12 dB scale. Being able to select ±3 and ±6 dB full-scale cali-
brations would be welcome. Each band has individual bypass, and 
the interface is virtually moron-proof. 

As to sound quality, I don't have the equivalent hardware, 
so I can't judge the emulation's accuracy. Judged on its own mer-
its, though, the EQ-1 does have a gentle, warm sound due to the 
wide-bandwidth curves — for a truly "old school" frame of ref-
erence, think of the old fixed-position Pultec EQs. 

BOTTOM LINE: I wouldn't choose this as my only equaliz-
er; a good parametric would come first. But the EQ-1 aug-
ments your EQ toolbox with a very useful tool, and offers a 
unique personality. Having only four frequencies per band is 
not a cause for concern, as the curves are gentle enough that 
any more precision wouldn't make a significant difference. 

If you want to explore more esoteric EQ than convention-
al offerings, the EQ-1 does a great job not only for mastering, but 
also for general sound-shaping of individual tracks. 

STEINBERGrTLAUDIO EQ-1 INFO 

PRICE: $199 
CONTACT: Steinberg, 21354 Nordhoff St # 110, Chatsworth, 
CA 91311 Tel 818-678-5100 Web www.cubase.net Circle 
EQ free lit # 111. 

WEB UNK: To hear a f Ile before and after using the EQ-1 for 
mastering, go to www.eqmag.com. The file uses the same 
curve shown above Although subtle, you can definitely hear a 
lift in the upper mids that allows the track to "speak" more 
instead of sounding more muffled 
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INDUSTRY INSIDER 

Going Industrial 

Scoring an industrial 

video in less than two 

days? No problem with 

modern technology. 

BY CRAIG ANDERTON 

No, I'm not talking about doing a Skin-
ny Puppy — this is industrial as in " in-
dustrial video." That means coming up 
with music that is subservient to, and 
synchronized with, a video presentation. 

When I last did this type of work, it 
was in the dark ages of using two S-VHS 
videotape machines and a switcher, doing 
A-B rolls (don't ask!), and synching an 
ADAT to SMPTE. It was a slow, less-than-
reliable pain in the butt. This time around, 
I was going to do the whole project with-
in a computer, using hard disk editing. 

THE SETUP 
Like most gigs, this one began with a 
phone call: "Know anybody who can do 
exactly 1.5 minutes of soundtrack for a 
video?" The client was the Music Player 
Network, who were doing a video for con-
tinuous play at their NAMM show booth. 
Someone else had previously taken a stab 
at doing the music, but the video pro-
ducer didn't find it suitable. What a lot of 

musicians don't know is that video pt o-
ducers generally want music with lots of 
hit points and "Zap!" "Pow!" moments to 
support visual images as they enter 
and exit. I had learned this lesson the 
hard way, by doing two themes for a mo-
tion picture that were roundly rejected 
before 1 finally figured out what was 
needed, and got it right on the third try. 

The video, by Lien-Chin Lin, was fast-
paced, introducing key concepts via text 
over a constant carousel of images coming 
in and out of the background. (To see a low-
res version of the video with its soundtrack, 
go to www.eqmag.com.) The mission was 
clear: Come up with a groove that would 
work behind the entire time, so that the end 
could loop back to the beginning (re-
member, continuous play). Furthennore, 
as the video progressed, various Music 
Player Network magazines (including Gui-
tar Player, Keyboard, EQ, etc.) flashed by, 
requiring variations on a theme. 

Oh yes, and the whole project 
had to be done in two days. If it didn't 
work, there was no way to try again. 

THE STRUCTURE 
For a 90-second video, 120 BPM was an 
ideal tempo; it allowed 180 beats, or 45 

measures (one measure of intro, fol-
lowed by 44 measures of music). It also al-
lowed for an easy correlation of musical 
time (bars, beats, measures) to absolute 
time (minutes and seconds). 

THE TOOLS 
Due to time constraints, loop-oriented 
sample CDs were the main sound source. 
While I normally use Sonic Foundry's Acid 
for this type of project, the program does-
n't provide a video window. As I didn't 
want to figure out timings by watching the 
video while holding a stopwatch, I decid-
ed to use Cakewalk Pro Audio 9. It has very 
tight integration between AVI files and au-
dio, allows MIDI as well as digital audio 
(even though I wasn't expecting to use 
MIDI, I didn't want to exclude the possi-
bility), and its re-worked audio engine is a 
delight. Also, I could use the StudioMix au-
tomated faders for mixing if necessary. 

Regarding sample CDs, I first 
reached for Guitar Center's Syn-
chroLoops, as all of its samples are in the 
same key (C) and tempo ( 120 BPM). To 
avoid time-compression, I wanted to use 
as many 120 BPM loops as possible. Oth-
er loops came from my Sexy World sam-
ple CD, the eJay series of CDs from 
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FIGURE 1: Cakewalk Pro Audio 9's ability to slide the tracks let me "fudge" the 
placement just a bit to line up perfectly with the video. 
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Germany, and Wizoo's Cologne Cyclez. 
Having two CD drives (one CD-ROM, one 
CD-RW) sped up the loop selection process. 

THE MAGIC OF "SEND TO" 
When working with any loop-oriented pro-
ject, I first create a temporary folder on the 
Windows Desktop called "IAA Sounds" 
(the !AA guarantees shooting it to the top 
of any alphabetized hierarchy list). The 
next step is creating an alias of the folder, 
and dropping it into the Send To folder 
(Windows > System > [ignore Microsoft's 
overly paranoid warning] > Send To fold-
er). Thus prepared, I booted up Sound 
Forge to audition sounds from the CDs (in 
the Open dialog box, clicking on a sound 
plays it). When I heard a sound I liked, I'd 
right-click on it while still in the Open box, 
and send it to theIAASounds folder. Thus, 
all sounds for the project ended up in one 
convenient, easy-to-back up place. 

POPULATING THE TRACKS 
The drum part came first, not just for the 
traditional "rhythm track goes first" rea-
son, but also to ensure that most of the hit 
points landed on a beat. There seemed to 
be some logical divisions in the video (in-
tro, section on MusicPlayer.com, section 
on magazines), so I started placing loops, 
trying to remain in the same genre for 
some multiple of two measures. 

Rhythm guitar and bass parts came 
after stringing the drum loops together. 
Like the drums, these shifted to match 
changes in the video. 

Then came the hard part: adding 
the sonic effects to complement the on-
screen images. For example, when the 
cover of Bass Player magazine appeared, 
I wanted a poppin' funk bass overlay. 
Gig had a female vocalist on the cover, 
so it begged to have a female vocal come 
in at the appropriate time. I was 
stumped coming up with sonic tag for 
EQ until I remembered having a tape 
rewind sample on the Sexy World CD. 

By this time, I'd pretty much mined 
the SynchroLoops CD for all that was 
pertinent to the project, and started dip-
ping into libraries with samples using 
different tempos or pitches. Although I 
missed Acid's on-the-fly time-stretching 
capabilities, relief came with Prosoniq's 
Time Factory application, which does 
high-quality time stretching. 

For the MusicPlayer.com section, I 
recorded the sound of a touch-tone phone 
dialing when the name first appeared; as it 
dissolved into the home page screen, the 
sound of a connecting modem materialized 

in the background (thank you, Creative 
Labs, for making a modem with a patchable 
audio output!). MC2 magazine had DJ 
Skribble on the cover, so it was a no-brain-
er: throw in some scratching samples. Ex-
treme Groove got some scratching, too, but 
I also blended in a remix by DJ Russ Reign 
that gave it some real power just before the 
climax at the end of the clip. 

Being able to slide these around on 
the tracks (fig. 1) let me "fudge" the 
placement just a bit to line up perfectly 
with the video. This was particularly im-
portant when adding some "bloops and 
bleeps" to go behind lines of text with 
marketing-oriented bullet points such as 
"branding," "viral marketing," "affiliate 
programs," "community," etc. As click-
ing on the sequencer's timeline caused 
the video to jump to the same point, 
matching audio to video was simple. 

Then came a few final touches — a 
flanged drum part here, a slow rising 
background tone to lead to the climax — 
and it was time to mix. All I needed to 
add were a few strategic level and pan 
changes; there was no need for auto-
mated faders. 

The final track count was 38 digital 
audio tracks (no MIDI). With my 850 
MHz Q Performance Systems comput-
er, the disk activity indicator hit 11% 
from time to time on peaks, while the 
CPU was loafing along at about 2% of 
capacity, even with a couple plug-ins 
(Steinberg's TLAudio EQ-1 and Sonic 
Foundry's Simple Delay) thrown in. 

FINISHING UP 
Now all that remained was mixing down 
to stereo, and, as Cakewalk can premix all 
the digital audio tracks down to a WAV file, 
it was a piece of...err...cake. However, 
Lien-Chen was doing everything on a 
Mac, so a quick trip to Steinberg's Wave-
lab did the necessary WAV-to-AIF con-
version. I burned a couple of CDs, creat-
ed a demo that melded the original AVI file 
with the soundtrack so those in charge 
could check it out prior to seeing Lien-
Chen's finished version, and it was wrap 
time for yet another project. 

Would I ever want to do audio-for-
video again with tape? No way! 

Craig Anderton, creative director for 
MusicPlayer.com, is the author ofHome 
Recording for Musicians as well as a pop-
ular lecturer in the U.S., Canada, and 
Europe. He recently mastered Smart 
Dust, the debut CD from the German elec-
tronic/hip-hop group Rei$$dolf Force. 

142 SEPTEMBER 2000 IQ 



flflfl 

ClOrlrlft 

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 all 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. 

PO I II, Inc. US 1-888-295-5551 Canada 1-800-817-4478 or visit our web site at www.emtec-usa.com 



KURMUDGEON'S KOUCH 

P
H
O
T
O
 B
Y
 J
O
N
A
T
H
A
N
 
P
O
S
T
A
L
 

NAMM Spam 

Walking the 

Nashville Summer 

NAVM tradeshow 

floor with Dr. Al 

BY AL KOOPER 

Well, I'm back from the human steam 
bath of the Nashville Summer NAMM. It 
was a pretty quiet show this year. 

Sony had some interesting hard-
ware to show. They have a new CD 
burner listing at $799 that has built-in 
EQ and compression with wide para-
meters. However, you can't store the 
settings or flip 'em from song to song. 
Hence the $799. So you would get your 
settings for Song One, key them in, and 
then have to stop when Song One ends 
and set up the parameters for Song 
Two. It would slow things down, but 
there are times I wish I had EQ and a 
volume boost to make my mix CDs a lit-
tle more even. It also has a plug for an 
IBM keyboard so you can input song ti-
tles in text format. They won't show up 
on every CD player, especially on car 
stereos, but how cool to have the song 
title instead of it saying track 7 in the 

read-out. This particular model only has 
the aforementioned DSP features in the 
analog realm, but Sony promises a 
higher-end model that will do the same 
stuff in the digital- to-digital realm. 
It purportedly will be shown at the AES 
show in late September. So much 
for that. 

Sony was also showing their upcom-
ing digital audio console, the DMX-R100, 
which starts at $20K 
and comes fully 
loaded at $24K (list). 
There's an 800-x600-
pixel color touch-
screen and 56 chan-
nels for mixdown, 
including 25 motor-
ized faders. Optional 
accessories include 
eight return/send 
patchbay strips and 
eight-channel ADAT 
and TDIF interface 
boards. Looked pret-
ty tasty. Kind of su-
per top-of-the-line 
project studio or en-
try-level pro studio. 

The most-wel-
come additions to 
the show for me 
were the three chi-
ro-massage stations 
strategically placed 
throughout the 
Convention Center. 
For $17 I was able to 
buy a two-hour sec-
ond wind. After 
twenty minutes of 
rubbing, jabbing, 
and pounding, I was 
able to up my en-
durance another 
120 minutes. Well 
worth it. 

So now the out-
going president of NAMM says Nashville's 
shows are packed to capacity exhibitor-
wise, and they must look for another city. 
They did this a couple of years ago and 
everybody jumped down their throats 
about leaving Nashville and it was 
dropped. Now it looks a little more omi-
nous. I can remember Summer NAMMs 
in Chicago and Atlanta — not as much 
fun. Comparatively neither of these are 

There are ¡ne 

booths that clai 

vitably some 

m to be distrib-

utors of lines I've never heard 

of. Guitars that look like the 

only customer they'd have in 

bulk would be wrestler Jeff 

Jarrett, who ends all his 

matches by smashing his oppo-

nent over the head with a 

silvery-painted gee-tar, 

music-business cities, and that makes a 
big difference. The only alternative is 
really New York, and all these people 
have myriad excuses to get to NYC dur-
ing the fiscal year, so that won't be a pop-
ular decision, either. Nashville, weather 
aside, is a fun place to visit for a few days. 
There's the interactive adventure of try-
ing to find Lai edible food, lb) bars that 
stay open past midnight, and lc) clubs 

that are situated in 
places you never 
dreamed clubs 
would be situated. 
But I'd be lying if I 
said I wanted the 
show moved from 
Nashville. It really 
is a fun place for 
Summer NAMM 
(tornadoes aside). 

The other 
thing that struck 
me were the booths 
with no business 
going on. There are 
inevitably some 
booths at a NAMM 
show that claim to 
be distributors of 
lines I've never 
heard of. Guitars 
that look like the 
only customer 
they'd have in bulk 
would be wrestler 
Jeff Jarrett, who 
ends all his match-
es by smashing his 
opponent over the 
head with a silvery-
painted gee- tar. 
They also show 
cabasas and, some-
times, dulcimers. 
How do these peo-
ple afford to put up 
booths? And who 

do they think will trade with them? 
Maybe there'd be more room for ex-
hibitors at Summer NAMM if the screen-
ing committee nixed the applications of 
booth-holders like these and let some 
wacky inventors show their first-time 
brilliant ideas. 

But, jeez, don't ask me. I'm just a guy 
that walks the floor interminably. Every 
summer. Like a male Patsy Cline.... le 
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Cover Me 

Personal insurance for 

the small studio owner 

BY JIM BORDNER 

Everybody hates insurance until they 
need it. And for obvious reasons: Nobody 
likes sending a check once a month or 
once a quarter to some faceless entity that 
doesn't give anything back but a promise 
to help if disaster strikes. The annual in-
surance payment on even a modest pro 
studio could by a couple of mics or a fist-
ful of sample CDs, both of which (in the 
short term) seem like better investments 
than a policy. 

But we all pony up and pay to insure 
our gear. (You do insure your gear, don't 
you? Because if you don't, we need to have 
a long talk one of these days). But in most 
small studios, the most important piece of 
equipment is barely covered, if at all. 

That piece of equipment, Dear Read-
er, is you. You're the one indispensable 
thing in your studio, and the least likely to 
be properly insured. Check and make sure 
you're covered in three major areas. 

LIFE INSURANCE 
If you have anyone depending on you — 
spouse and kids, elderly parents, a signif-
icant other — and you don't have a 
whopping nest egg stashed, then you need 
life insurance. If you're not insured, it's 
probably because: 

1. You're too young to imagine dying. 
2. You're so sick no company will in-

sure you. 
3. You hate listening to life insurance 

agents map out 257 different options for 
your coverage and talk about annuities 
and cash value until your head splits. 

I'm betting it's most likely number 
three. 

Life insurance salespeople show up 
with a black bag full of graphs, a comput-
er full of arcane formulas, and a pretty 
good idea you need their new Annual Vari-
able Controlled Buy-Down Life policy. 
Three hours later, you have no idea what 
you've purchased. But you have a vague 
sense that it was, somehow, "a smart in-
vestment." 

At the risk of offending any insurance-
industry readers (as if I haven't already 
done that pretty effectively), here's what 
my accountant says. Life insurance prod-
ucts with a cash value at maturity (whole 
life, variable-annuity life, and so on) are 
only fair-to-poor investments. On the 
other hand, a straight term policy has no 
investment value: It only pays if you die. 
Because there's no cash value at the end 
of the term, a term policy has much 
lower premiums than whole life and oth-
er investment-style products. If you want 
an investment, buy a term policy and put 
the money you save in a mutual fund, or 
better yet, in your business. 

It's not difficult to determine how 
much policy to buy. Just figure out your 
obligations to the aforementioned de-
pendent people. Add up your mortgage, 
your business debt, a couple year's salary, 
throw in some college money, and there 
you have it. Or use another formula I've 
heard: take the Total Liabilities number 
from your personal financial statement 
and double it. (I just ran my own numbers 
both ways, and they came out pretty close 
to the same.) Now all you have to do is call 
insurance agents and say, "I want a quote 
on a 20-year term life policy... 
$250,000...1'm a 40-year-old male, no 
current health problems, and I smoke." (Or 
whatever your deal is.) They'll give you a 
price. Pick the lowest one and buy it. 

HEALTH INSURANCE 
Okay, now you've got insurance in case 
you die. But what if you live? It's a much 
scarier prospect, believe me. When I went 
into business for myself, I was younger and 

healthier than I am now, and figured I 
could skate without the protective cover-
ing of health insurance. My wife disagreed. 
So, we got health insurance. Six months 
later, I was in the hospital for surgery and 
a five-day stay. The bill was stratospheric, 
a number I thought must represent pesos 
instead of dollars. Without the insur-
ance, I would have been wiped out. 

It's a little tougher shopping for 
health insurance than life. The market and 
the laws surrounding it are extremely com-
plicated. Your needs are going to be very 
specific, and you may covering a spouse or 
kids on your policy. Maybe you have some 
health concerns or a pre-existing condition 
that will narrow your choices. Whatever 
your circumstances, the secret to getting 
the best coverage for the least amount of 
money is finding a broker who will really 
work for you. (See "Choosing a Health In-
surance Agent.") 

SHORT-TERM DISABILITY 
In the course of your insurance investiga-
tions, someone will probably ask you 
about disability insurance, which replaces 
your income if you can't work due to ill-
ness or injury. Most policies will replace 
between 50% to 70% of your lost month-
ly income...enough to keep you from los-
ing everything. You have to be disabled for 
awhile before you can collect payments, 
usually 45 to 60 days. 

Do you need it? Well, on the one 
hand, if your business can't create income 
without you, than a major illness could 
spell ruin. On the other hand, we work in 
a fairly low-risk business...you're much 
less likely to become disabled sitting 
behind a mixing console than you are 
walking steel, working in an auto plant, or 
sticking your hands inside farm machin-
ery. A lot of it depends on your age, your 
general health, and your extracurricular 
activities. The best solution is to talk with 
someone who specializes in brokering 
disability coverage, usually a financial 
planner. I personally don't carry short-
term disability insurance, but that does-
n't mean you shouldn't look into it. 

There you have it. Three ways to make sure 
that your business and your loved ones can 
survive a personal tragedy. I should also 
point out that if you have the ready cash 
necessary, you can create "self-insur-
ance" accounts where you stash a set 
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QUESTIONS TO ASK A HEALTH INSURANCE AGENT 
I got lucky when it came time to shop for heel insurance. My 
Properly and Casually agent suggested o friend named Everett 
Schurg, and he turned out to be great. But since I never had to 
go searching, I didn't really know where to begin. So I called 
Everett and talked with him about how to select air insurance 
broker. We decided it really comes down to three questions. 

Do you specialize in health insurance? The correct 
answer is "yes." You want someone who spends all of his or 
her time working in this field, because it's complicated in the 
extreme, and the legal climate and the players are changing 
every day. (There are 1,700 new laws on the books affecting 
your health insurance, and you can expect more coming.) A 
generalist can sell you a policy, but they can't possibly keep 
up with the market the way a specialist can. 

How long have you been a specialist? Five years 
is enough. Maybe a larger company with a bunch of HR 

people combing thivugh the health plan can afford to work 
with a newbie, but you can't. Get someone with experience 

If the company declines a claim, what should I 
do? There's only one right answer to this question: "Call 
me." An insurance company makes its claims decisions 
based on an arcane set of diagnostic and procedural codes 
that doctors use to fill in your paperwork. They can't really 
tell from those number codes whether you need this proce-
dure or not, and your doctor sure isn't going to track your 
claims for you. But a good agent or broker can make a 
huge difference by working as your advocate in the system 
and communicating your medical needs to the insurance 
company. Evele spends 80% of his time turning declined 
claims into accepted claims for his customers. If you ask this 
question, and the broker says, "Well, the insurance compa-
ny has an 800 number you can call," take a pass and talk 
to someone else 

amount of money each month against 
That Rainy Day. Most of us don't have the 
bucks to replace life insurance, but talk 
with your financial planner or accountant 
about the possibility of self-insuring for 

health and disability. 
Whatever you decide, get yourself 

covered. The steady drip of a fixed cost like 
insurance beats the sudden flood of oblig-
ation you can get caught in without it. 

Jim Bordner makes music, records 
audio, and studies the twisted anthro-
pology of studio customers at Gravity 
Music. You can reach him at jim@ 
gravitymusic.com. 

an IndustryClick solution 

Stop by Booth #249 at AES for a chance to win 
a deluxe pro audio prize worth thousands! 

www.digibid_ccem 
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File Sharing Is Fun, Part II 

More on sharing your 

music with the world.... 

BY JON LUINI AND 

ALLEN WHITMAN 

Last month you witnessed this space 
helpfully demystify Napster, the wildly 
popular and temporarily banned file shar-
ing application that's heralding the end of 
the music business as we know (and 
loathe) it. This month we'll explain Nap-
ster's Macintosh cousin, Macster, and an-
other more powerful file sharing app: 
Gnutella. If that's not enough, in the near 
future we'll be clueing you into the next 
generation of file sharing: Freenet. 

To review: File sharing is the act of 
swapping files (in this case: music) be-
tween users (listeners like you and us) 
across a network (the Internet). 

MACSTER (WWW.MACSTER.COM) 
"Be Part Of The Music Revolution" the site 
crows as we get right to the meat of the 
matter and download the app. The 523k 
Stuffit file blasts over our DSL connection 
in under twenty seconds. We're using an 
older Mac (8600 running OS 8.6). A file is 
dumped on our desktop and now it's time 
to install. Whoops! It doesn't need to be 

installed, it either installed itself or is ready 
to go right out of the pipe. 

The interface is tiny and text in the 
message bar reads "Not Connected." We 
rush to the menu and hit "Connect." Al-
most instantly the message bar changes to 
"864,106 songs in 7985 libraries (3511 
gigs)." Holy moly! All free? Anytime, any-
where? Of course, that figure changes all 
the time. We click "Search." For "Artist" we 
enter "Genesis" (progrockhags, okay, we 
admit it). For "Song" we enter "Carpet 
Crawlers," knowing full well there's a new 
version recorded only recently by the orig-
inal bandmembers, including Peter 
Gabriel. We search.... 

And there it is! About 17 different files 
of the same song. weighing in at 7.4 MB 
apiece. The Result window tells the file size, 
bitrate (that the file was encoded at), length 
of song, user (the person who made the file 
available on the network), line speed (the 
user's connection), and something called 
ping (in this case 235 ms or milliseconds). 
What is this ping, besides your uncle's new 
name? The Web site Help FAQ file has this 
to say: "We do have a 'ping' column in 
search results, the lower the ping, the 
faster/closer the user is to you, which usu-
ally means a faster download." It would be 
swell to get a sense of what 235 ms ping 
time means in seconds or minutes. Maybe 
a little table would help. But it's only a mat-
ter of time 'til we find out. Let's download 
the damn song and see what happens! 

Double-clicking on the icon for the 
song in the Search Results window opens a 
Transfer window. Under "Progress," a little 
line crawls sideways. Download speeds tend 
to vary, and this does: dumping down to less 
than 1.5 K/sec and then ramping back up to 
17.2 K/sec. Clearly the best time to down-
load is when others are asleep. In five min-
utes we're done. The song now resides on 
our desktop (where we instructed Macster 
to save our files). We're officially criminals. 

This particular file has been encoded 
at the relatively high bitrate of 192 kbps and 
it sounds almost indistinguishable from 
CD audio, with none of the artifacts typi-
cally found in MP3-encoded files. One 
hundred and ninety-two kbps encoding is 
the quality where we'd consider becoming 
a paying customer, though we always pre-
fer true 44.1 kHz/ 16-bit CD audio quality 
when it comes to shelling out cash. 

Remember that sometimes people 
don't do a very good job of encoding their 

audio. Files encoded at 128 kbps sound 
way better than files encoded at 64 kbps. 
Also, the speed of your connection, the 
speed of their connection, and the overall 
amount of traffic on the network will rad-
ically affect download times. Sometimes all 
the servers on the network are busy (this 
thing is popular!) and your connection at-
tempt is rebuffed. Keep trying, you'll 
eventually get in. Think of it like auto-di-
aling a terrestrial radio station to win tick-
ets. Of course, you can be kicked off the 
volatile network at a moment's notice, and 
we were, many times. 

Macster offers more than just the abil-
ity to acquire MP3 files across the Internet. 
There are chat rooms with user profiles. 
Users can invent personas and commu-
nicate with other alter egos. Though Mac-
ster's search engine delivers only 100 re-
sults, it's more than enough. Did we 
mention it's free? 

ONUTELLA 
The primary difference between Gnutella 
and the Napster/Macster family is Gnutel-
la's lack of a central server: clients connect 
directly with each other. Gnutella also can 
share any kind of file type (as opposed to 
only MP3). There are no unnecessary bells 
or whistles like chat rooms. 

We go to www.gnutella.wego.com to 
download Gnutella for Windows. There are 
links on the site for Mac, Linux, Perl, Java, 
etc. clones as well. Gnutella "allows a user 
running a Gnutella client to search for and 
download files from other Gnutella users." 

Gnutella source code is freely avail-
able. Anyone can participate in Gnutel-
laNet for the creation of"Next Generation 
Gnutella Protocol." Because the protocol 
is public and people are encouraged to 
write their own or participate with others, 
the application is practically guaranteed a 
long and healthy life. Long live Open 
Source! 

Download is quick and painless. We 
click the (not so obvious) picture of a flop-
py disk in the "D/L" column to download. 
It's very small and arrives quickly. Instal-
lation requires merely running the down-
loaded file and clicking "Install." No 
multi-page licenses, no queries about 
our age, gender, or telephone number. In 
fact, no username either. Though that's 
nice, it's immediately apparent that 
Gnutella's current form is more for hack-
ers than mom-and-pop users. Help is 
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, GAVE FLIGHT 

As you can see, the all-new 

THX' Approved LSR25P powered 

monitors are really taking off. That's 

because key industry professionals 

are discovering one very simple 

A talented musician, successful composer 
and recognized producer, Lenny White is 
considered one of music's real innovators. 
He's played with such greats as Miles Davis, 
Chick Corea and Stanley Clark, and has also 
collaborated on some of the most recognized 
and influential music of the past three 
decades, including the new CD On the One, 
with Sammy Peralta. 

and indisputable fact: the LSR25P 

consistently outperforms any other 

monitor in its çlass. As a result, it's 

gaining popularity in all critical 

monitoring applications, from digital 

workstations and near field stereo to 

5.1 mixing. In fact, the LSR25P is as 

comfortable on the road as it is on 

the meter bridge. 

Every LSR25P incorporates JBL's 

revolutionary Linear Spatial Reference 

(LSR) performance characteristics, 

assuring a mix that sounds consistent 

from room to room. What's more, the 

two-way 5.25", bi-amplified LSR25P 

Sammy Peralta loves music. That pure and simple 
fact comes through strikingly clear as he sits at his 
keyboard tinkering with half-written tunes. 
Sammy's background includes work with talents 
including Tito Puente and Willie Bermudez. 'I 
have to be careful because I can get so lost in 
the music, I sometimes forget I have a family 
that would like a little of my attention toe. 

also features 150 watts of linear 

power as well as purpose-built 

transducers with JBL's most current 

thinking and designs. This last point 

has earned the entire LSR family of 

monitors continual critical acclaim 

for more than three years. 

One last point: Sammy Peralta's 

new CD On the One featuring 

Lenny White was mixed entirely 

with LSR monitors. 

Du 
P FFFFF SIONx I. 

H A Harman International Company 

www.j b I pro.com 
© 2000 JBL Professional 
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within the application and isn't configured 
to connect to anything, or to find any files 
to share. There are clear instructions on the 
Web site, however, so anyone with a little 
patience shouldn't have problems (unless 
you're easily put-off by some mild pro-
fanity in the instructions). 

Let's share some files. We click on 
"Config" in the list of options. This brings 
up several choices, allowing us to select 
"Add directory" to enter in the directory(s) 
where file types we wish to share reside in 
our computer. We use C:Files to keep 
things in one place. We click the "Rescan" 

button and make sure the "Files Scanned" 
displays the correct number of files in the 
directory we want to share. Next, we en-
ter correct connection speed. Because this 
is a bare-bones application, we need to tell 
Gnutella what our connection speed is. 
The app comes defaulted to 28.8k (a slow 
modem), so if you have a 256k DSL con-
nection, enter "256." 

Next, we enter a host to connect to for 
hooking into the network Some host 
choices are listed on the home page under 
"Need a host?" Click on "GnutellaNet" in 
the top left and enter (or copy and paste) 

Ghost gets you 
closer to the music 
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When it comes to music recording, sound quality 46 With a pure, ateetannicrue signal path, Ghost is 

everything. So perhaps it's no surprise that most of 4ea flexible, instant deem, 8-bus console that's 

the world's top 

studios insist on 

analogue technology 

when it comes to 

mixing consoles. 

Now, thanks to Ghost, you can too. 

Sounduraft + 44 ( 101 /07 665000 
Soundcraft US 1-615-360-0471 

•Ve. 

ready to work whenever you are. And despite its 

'project studio' price tag, Ghost is packed with big 

studio' features like ultra-quiet mic prearnps, 

classic ' British' EQ, external machine control and 

advanced mute automation. 

So get closer to your music. Get close to a Ghost. 

www.soundcraft.com 

Soundcratt  
H A Hannan International Company 

one of those hosts into the space next to 
the "Remove" and "Add" buttons. We 
used <gnet.ath.cx> which works fine. 
Click "Add" and it connects to the server 
and loads up a few others. The informa-
tion under "GnutellaNet stets" begins up-
dating, showing how many hosts and files 
are available. For fun, we click on "Mon-
itor" and then click the checkbox labeled 
"Search Monitor Enabled" and see what 
other people are searching for. 

After listing our three files, we do a 
test search for them from another ma-
chine (connected to the same 
<gnet.ath.cx> primary server), and there 
they are. Gnutella has a nice feature al-
lowing for streaming files instead of 
downloading. This is useful if you're 
working with audio files and want to sam-
ple a few before deciding to download an 
entire song. 

Curiously, it appears that a porn site 
has figured out a way to try and grab vis-
itors. The porn-peddlers apparently have 
a special client that will match any search 
request and respond with a 
<searchkey>.html file that, if you down-
load and open, takes you to the pomo site. 
This is a known problem and the Gnutel-
la folks are currently discussing solutions. 
Your ever-watchful FezGuys advise scan-
ning for viruses on all downloads. Most 
virus apps (many of which come with new 
computer purchases) can be run on indi-
vidual files, so it won't hurt to scan 
downloaded files before running them. 

Based on our random sampling in the 
very early morning hours, Gnutella had 
2,500 active users compared to Napster's 
3,500. Although Napster's unconnected 
multiple servers make it impossible to ac-
curately count the active users, Gnutella 
is fast becoming just as popular. 

SCOUR EXCHANGE BETA 3 (WINDOWS 
ONLY, UNIX COMING) 
Scour.net's ,  . scour.net) "Scour Ex-
change" (SX) client is modeled after Nap-
ster, but has a few differences. SX includes 
some other media types (Images, for ex-
ample) and has released the specifics of 
their protocol and encouraged people to 
write their own clients (like Gnutella). 
Scour also plans on releasing a UNIX ver-
sion with an "open source license." That 
means people can download the code and 
make modifications and/or port SX to oth-
er types of computers. Mac plans are un-
known but, since a Perl version has already 
been posted, it may not be long until a 
Mac programmer decides to make one. 
There is no chat function, but a note on 

continued on page 154 
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TERRY DATE PART 2 NAMM WRAP-UP 
continued from page 65 

don't have to shock them with something 
later on. Also, I don't like to use reverb. I 
don't think I've used a reverb in 10 years, 
probably. I like to create the ambience from 
the rooms we're working in. As far as out-
board gear, it's usually pretty simple. Just a 
couple of delays. Usually an old [Lexicon 
PCMJ 42 or something. I use an [Eventide] 
H3000 for some vocal effects, like doubling. 
I have a Zoom 9050 that I also use for vocal 
effects. And I do like to process the bass 
through a SansAmp when I'm mixing 
sometimes. 

I will say that I tend to support kick and 
snare drums with samples— far enough un-
derneath the real drums to fill in whatever fre-
quencies I messed up on when I recorded it. 
On kick drums, for instance, you'll tend to 
have better low end on slow passages than 
fast ones, just because of the way the drum-
mer is using the pedal. So a sample will help 
give you a more consistent low end without 
losing the variations in attack that help make 
the performance. And on snares, I can sup-
port the two and four with samples and make 
a strong backbeat. But I'll still have the real 
snare up loud enough that you can hear the 
ghost notes and little finesse things. The idea 
is to strengthen the big picture while still 
maintaining all the little details. 

Quite a few of the bands you work with 
have dark, dangerous images. Which ones, 
if any, are actually like that in the studio? 

I don't think any of them really are. 
The reason they do that kind of music 
comes from someplace — some mal-
function in their lives at some point. But 
I think everybody has that. These people 
wouldn't be where they are if they were all 
that impossible, dark, and dangerous. 
Things can get a bit hectic when you're in 
the heat of the creative process and some-
thing isn't working. But, in general, these 
are fun people to be around. I feel fortu-
nate. I'd hang out with them even if I 
weren't working with them. 

How do you feel about the current 
mainstream success of the really hard-
sounding bands? Is this going to stick 
around for awhile? 

Yeah. It'll stick around for about seven 
years. Then something else will take over. 
Then the heavy stuff will come back around 
seven years later. I've been doing this since 
the late Seventies, and I think this is the third 
time I've seen the heavy stuff come back 
around. It's really designed for 15 to 25 year 
old males. And as long as there are 15 to 25 
year old males, they're always going to 
want aggressive music. I know that's what I 
wanted to listen to at that age. And I still like 
listening to it. IQ 

continued from page 92 

Extended Dynamic Range mic preamps 
(60 dB gain range, 0.0007% THD, 130 dB 
dynamic range, and +22 dB line signal 
handling capability), bifilar-wound/ 
DC-pulse transformers to minimize RF in-
terference, active three-band swept-
midrange EQ per mic channel, four-
band fixed EQ on the stereo channels, and 
sealed, dust-proof rotary controls. The 
SR24.4 VIZ Pro features 20 mono mic/line 
channels, two stereo channels, and four 
busses. The SR32.4 VLZ Pro has 28 mono 
mic /line channels, two stereo line chan-
nels, and four busses. 

Allen 8z Heath were showing their 
new line of Xone Series mixers. The 
Xone:464 club mixer has 16 inputs, in-
cluding four mic /line ins with inserts, 
four-band EQ with two sweepable ranges, 
six pre/post aux sends, VGA crossfade, 
and two stereo mix outs. The smaller 
Xone:62 for pro DJs offers six dual stereo 
ins (four with RIAA/line ins and two with 
mic/line ins) and four-band EQ. And 
Peavey unveiled the RQ 2300 series of live 
sound mixers — RQ 2310 ($449.99), RQ 
2314 ($599.99), and RQ 2316 ($699.99). All 
are non-powered mixers with high-qual-
ity mic pres, inserts, switchable +48 
phantom power, pad and polarity switch-
es, stereo RCA tape in/out jacks, and two 
stereo effects returns. Each input channel 
provides XLR and 1/4-inch ins, three-
band EQ with sweepable mids, mute and 
PFL, two effects sends (each with stereo 
returns), and two monitor sends. 

Those of you looking for a lightweight 
yet mondo power amplifier would do well 
to keep your eyes on Behringer, who an-
nounced that they have licensed propri-
etary technology called CoolAudio. This 
digital amplification technology, invented 
by semiconductor manufacturer Intersil, 
claims over 90% efficiency as well as 
small size and light weight. There are no 
CoolAudio products just yet, but they're 
sure to follow shortly. 

The big news from JBL was the an-
nouncement of the second generation of 
the EON line of affordable powered 
stage monitors: the EON G2. The flagship 
of the new series is the EON15 G2, 
which delivers 300 watts of power to a 15-
inch low-frequency driver and 100 watts 
of power to a 1.75-inch titanium di-
aphragm compression driver. The EON15 
G2 also includes a built-in three-input 
mixer with one balanced mic /line input, 
two 1/4-inch line-level inputs, and two-
band EQ, plus a Mix Out feature that 
allows the mixed output to be sent to an 
external mixing console. 

And the Sennheiser Kick-Pack 
($415.95) bundle for drummers in-
cludes an E 602 pressure-gradient mic, 
weighted bass stand, cable, and mic 
pouch. The E 602 is a cardioid mic that 
can withstand sound levels up to 160 dB, 
and is enclosed in an all-metal enclo-
sure. Other microphone news included 
the announcement of the second-gen-
eration Emotion II series of dynamic 
mics from AKG. 

SOFTWARE 
There were also several new software 
products on display. TC Works Mercury-
1 ($ 199) is a VST 2.0-compatible plug-in 
for Mac (G3 / G4) or Windows (Pentium 
II) that adds a multitimbral monophon-
ic synth (up to four layers) with dual os-
cillators and sub-oscillator, pulse-width 
modulation, oscillator sync and ring 
modulation, 24 dB/octave low-pass fil-
ter section, LEO with sample+hold and 
MIDI sync, dual envelope generators, 
and "saturation" processor for analog 
sounding distortion. 

BitHeadz Phrazer ($399) is de-
signed for layering loops in real-time. 
Running under MacOS, it automatical-
ly pitch-shifts and time-stretches audio 
material. Different tracks can be gated 
on and off from the computer QWERTY 
keyboard, or from a MIDI keyboard, for 
tight rhythmic synchronization. A sam-
ple editor fine-tunes audio files, which 
can be standard digital audio files, 
Phrazer native files, or Acid files from 
Sonic Foundry's Windows-based looping 
program. Phrazer supports MAS 2.0, 
ReWire, DirectConnect, ASIO, Sound 
Manager, OMS, and FreeMIDI. 

Cakewalk were showing Guitar 
Tracks 2 ($69), which features a re-de-
signed interface that emulates typical 
portable studio products. This eight-track 
recording program for Windows also in-
tegrates a simplified multitrack digital 
audio editing view for quick cut/copy/ 
paste operations, volume and pan en-
velopes, real-time mixing console, track 
bounce, drum pattern library, several in-
ternal effects (including the AmpSim Lite 
vintage amp simulator), DirectX support, 
and export to RealSystem G2 and Wmdows 
Media formats. Also new from Cakewalk is 
PYro ($57), which burns CDs, converts 
them into MP3/WAV/Windows Media 
formats, supports DirectX plug-ins, creates 
song playlists via a digital jukebox func-
tion, and exports MP3 files to Nomad, Rio, 
and other portable players. 

Finally, the latest addition to the 
E-mu/Ensoniq PARIS hard-disk record-
ing system (now up to version 2.1) is 
PARIS Post, which adds video play-
back capabilities for audio-for-video 
applications. EQ 
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FEZGUYS 
continued from page 150 

the Web site mentions its inclusion in a fu-
ture release. 

Downloading (like Napster) is very 
fast. Typical lengthy legalese (two whole 
sections of it!) pop up, but are easily 
clicked through. SX is kind enough to ask 
if you want it placed in the startup folder 
upon installation (unlike Napster, which 
doesn't ask and assumes you do), mean-
ing each time you turn your computer on, 
you have the choice of automatically 
sharing files. 

SX takes us through several steps to 
set up a member account, requiring a first 
and last name, e-mail address, zip code, 
gender, and age. We thought about posing 
as a five-year-old female (people who re-
quire unnecessary information deserve 
what they get!) but instead opt for a com-
mon existing nickname (bobdobbs). 

SX offers to scan our drives for media 
folders that we can choose to share or not 
share on a case-by-case basis. For variety, 
we let it search (quickly deselected) all but 
our C:Files folder. Thank goodness they 
include a "Clear All" button! SX doesn't 

include subdirectories in its libraries. 
For this reason, let SX scan your drive 
if you have more than one directory of 
media to share. 

SX is divided into separate sections 
that behave similarly to Napster: "Find 
Media" (a.k.a. search), "Media Library," 
"File Transfer," and "Hotlist." Scour's 
greeting page, "SX Now!" provides news 
and also profiles downloads emphasizing 
not only the audio available but video, an-
imations, and imagery. 

While waiting for an MP3 download 
to finish, we used an SX feature that allows 
us to see all the files available by any one 
user. Here's a sampling of one modern 
music listener's diverse offerings: Cat 
Stevens, Eminem, Disney movie songs, 
John Fogerty, the theme from The Jeffer-
sons TV show, and songs from South Park 
Another clear example of the essential 
paradox of attempting to "genre-fy" per-
sonal taste. 

At our time of testing, there were 5,232 
users connected sharing 525,000 files for 
about two terabytes of total data. In the 
wake of recent court decisions involving the 
company, those numbers have doubled. 

The FezGuys know a good thing when they 
see one: www.fezguys.com. 

ROYER MICS 
continued from page 132 

want a good-sounding and quiet room to 
record in. I found that the tracks I put 
down with the R-121 tended to blend 
well making the mixdown process easi-
er. At its price (or even at a much high-
er price, for that matter), the R-121 is in-
credibly hard to beat. 

The SF- 12 is also a fabulous micro-
phone — but don't make the mistake of 
thinking of it as a stereo version of the R-
121. The SF- 12 has a more linear frequency 
response and provides an even more 
natural sound. It's ideally suited to appli-
cations where you want to record in 
stereo or capture multiple instruments or 
an ensemble with one coincident mic. Its 
sweet spot is a little further out than the R-
12 l's; I liked it placed a number of feet 
from the source in most applications. 

If you haven't experienced what a 
great ribbon microphone has to offer, don't 
delay— check out the Royers as soon as you 
can. Whether as a principle microphone for 
day-to-day recording tasks, or to expand the 
palette offered by your mic locker, the R-121 
and SF- 12 absolutely shine. 110 
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audio-technica 

M b 
Custom 8i hard to 
find cables IN 
STOCK! 

SANSAIVIP 
The Most Sought After 

Tube Amp Sounds! 

E 
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E Q Shopper 

Anyone who has 
heard it knows ... 

VT-2 Dual-Channel 
Vacuum Tube 

Microphone Preamplifier 

(VT- I Single-Channel also available) 

D.W. FEARN 
HANIFCRAFIEn 
PROFESSIONAL 
REVORDING EQUIPMENT 

610-793-2526 
Was 610-793-1479) 

PO Box 57 • Pocopson, PA • 19366 • U.S.A. 

www.dwfearn.com 

CIRCLE 66 ON INFO CARD 

f PLUS FREE SAL e ADHESIVE! 
MARKERFOAM" ACOUSTIC FOAM 
imr- of IGmIAeNdTiat5e4s"hixpp514n; 

2" Reg 529.95 Now $19.99 • r Reg. 
19' AI 539 95 Now $29.99. KILL NOISE QUICK! 

High performance, super high density 
Markerfeam. EZ mount. Blue or gray. Super- effective sound absorp-
tion proven in studios worldwide. Markerfoam oilers superb value 8 
looks professional. Request Foam Buyers Guide, specs & free samples today. 

. MARKERTEK JUMBO 
L !--_-__ SOUND ABSORB BLANKETS 

, „.,,k ,0 Heavy-duty 72x80- padded blankets absorb 
, .,- ,---- sound wherever they're hung or draped. 

.':._.... Fabulous for stage, studio and field use. Top prof ession-
r i quality at a super saver price! Weight: 6 lbs. Black. $19.99 

MARKERTEK BLADE TILES"' 
HIGH PERFORMANCE — LOW. LOW COST!!! 
America's best acoustic tile value isurimum, 
only from Markertek! 'Immuselmemb. 
$3.49 per tile, 16"x16x2", charcoal or blue _-‘111811mwmor. 
$449 per tile, 16"x16"x3", charcoal or blue - '"«••••11110.- 
$5.49 per tile, 16"x16"x4", charcoal. wwwww........ 

MARKERSTIK" FOAM ADHESIVE 
FREE with any foam purchase in this ad! 
Limited offer. A $4.00 per tube value. 

SON EX 
r - All the colors, styles and sizes b plus great prices! 

FREE
America's most unique catalog featuring 328 .nages of over 
16.000 exclusive and hard-to-find supplies for Pro Audio, 
Broadcast thdeo. Audio ViSuâ1 d Multifnedia prOductide 

IVIARIÇERTEIC® 
VIDEO SUPPLY 

4 High St., Box 397. Saugerties. NY ( USA) 12477 
800-522-2025 • Fax: 914-246-1757 • www.markertek.corn 

The Case 
Specialists 

Fliht1Óiüita rs, 

pedalboards, mixers, drums, 

rackmount equipment, keyboards, 

DJ equipment, etc. 

Call for quotes and 
FREE catalog 

Discount Distributors 
800 346-4638 

In New York: 631 563-8326 
www.discount-distributors.com 

CIRCLE 67 ON INFO CARD 

David Hill. designer 

WIMP 

t'.hannr,1 ler Prennly 141,,,r A I, convent,' 

VirWw 11,1 CORI Log On! 

all 
pro 

audio 
gewe 1968 

GIANT 
INVENTORY 
BEST PRICES 
CALL NOW 
&deaf 800 785 3099 

901,01 903 784 3215 
q. 1 903 785 2844 
4 Z3wiSiog lecbweirÁ 
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Verity Systems 
NEW CopyDisc 

Automatic CD duplicator range 4, 8, 16 
drive units - Spindle capacity up to 1100 

discs - User friendly controls - Hard 
drive image storage - Batch copying 
mode - Recognizes all current CD 

formats - Unattended duplication of up 
to 1100 CDs in 10 hours. 

Verity Systems 
TOLL FREE 1 800 642 5151 

Voice 530 626 9363 
Emaihussales@veritysystems.corn 

www.veritysystems.com 
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or fAX (24 Hours): 

800-947-9003 
212-444-5001 

On the Web: 

www.bhphotovideo.corn 
We Ship Worldwide 



H 
PHOTO - VIDEO - PRO AUDIO 

"THE PROFESSIONAL'S SOURCE" 
FOR ORDERS CALL: OR FAX ( 2,1 HOURS): 

800-947-5518 800-947-9003 
212-444-6688 212-444-5001 

MOST ORDERS SHIPPED 
WITHIN 24 HOURS 

OVERNIGHT SERVICE AVAILABLE 

www.bhphotovideo.com 

420 Ninth Ave. (Bet. 33rd & 34th St.) New York, N.Y. 10001 

HARD DISK RECORDING 

digiciesior-e 

A , c 

AVID 

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 VO breakout interface along with Pro Tools LE 
software— based on Digidesign's world renowned ProTools 
software. The DIGI-001 interface features 18 simultaneous 
I/0s 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 well as an ADAT 
optical interface 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 ( ATAS) 
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 
• 2(diz - 22kHz freq. (aSponse ± 0.5 dB 
• 2 channel. XLR mic/1/4 line inputs with -26 dB pad. 
48v phantom power, gain knob, and HP Fitter at 60Hz 
• 6 ch, line inputs ( 1/43 IRS 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 VD ran amo be tined an 2 
channel optical S/PDIF 

Pro Tools LE 
• Supports 24 tracks of 16 or 24-bit audio and 128 
sequenced MIDI tracks 
• Sample-accurate simultaneous editing of audio 8 MIDI 
• Real-time digital mixing capabilities include recall of all 
rob(irq parameters, suppori for edit ano 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 platl arms offer multiple options for effects 
processing— Real-Time AudioSuite ( RIAS) is a host-
based architecture that allows an effect to change and 
be dynamically automated in realtime as the audio 
plays back. —AudioSuite is a file-based format, that 
renders a new file with the processed sound. 
• Bandied RIAS plug-ins include. 1 and 4-band ED: 
Dynamics II- compressor, limiter, gate and expander/gate 
Mod Delay - short. slap, medium, and long delays with 
modulation capabilities for chorus or flange effects and 
dither. AudioSuite plug- ins include Time 
Compression/Expansion, Pitch Shift, Normalize, Reverse. 

MIDI Functions 
• MIDI functions include graphic controller editing, piano 

roll display, up to 128 MIDI frocka ond vditing options 
like quanhzation, transpose, split notes, change 
velocity and change duration. 
• MIDI data can be edited on the fly 

MOTU AUDIO Hard Disk Recording Systems 
The MOTU Audio System is a PCI based hard recording solution tor Me Mac and PC platforms At ma 
heart of the system is the PCI-324 PCI card that can connect up to three audio interfaces and allows up 
In 72 channels of simultaneous I/O. Audio interfaces are available with a wide range of I/O 
configurations including mulhple analog I/O with the latest 24-bit A/D/A converters and/or multi channel 

MOTU digital 110 such as ADAT optical and TDIF I/O as well as standard S/PDIF and AES/EBU I/O. Each 
interface can be purchased separately or with a PCI-324 card allowing you to build a system to suit your 
needs. Includes drivers for all of today's hottest audio software and AudioDesk, multitrack recording 
and editing software for the Mac. 

PCI 374 

THEY ALL FEATURE-. 
• Mac OS and Windows compatible • Includes software 
drivers for compatibility with all of today's popular audio 
software plus AudioDesk. MOTU's sample-accurate audio 
workstation software for Mac OS • Host computer 
determines the number of tracks that the software can 
record and play simultaneously. as well as the amount of 
real-time effects processing it can support • Front panels 
display metering for all inputs and outputs 

1296 24-bff/96kHz Interface Features-
• 24- bit. enhanced multi- bit 128x oversampling 96101: 
converters • A-weighted signal-to-noise ratio of 117 dB 
• 12 Balanced XLR inputs and outputs can support two 

5 1 mixes • AES/EBU I/O with sample rate 

• Audiollesk Audio Workstation Software for Mac OS 
features 24- bit recording multi-channel waveform editing. 
automated virtual mixing, graphic editing of ramp 
automation, real-time effects plug- ins with 32-bit floating 
point processing, crossfades. support or third-party audio 
plug-ins (in the MOTU Audio System and Adobe Premiere 
formats). background processing of file-based operations. 
sample-accurate editing and placement of audio, and more 

both in and rho • 
. ,arcis ( requires ne,.. • s. • .•„.• • up 

to 3 1296 interfaces to one PCI-324 card for a total of 36 
inputs and outputs or mix and match the 1296 interface 
with up to three of the other MOTU audio interlaces 

2408 midi FEATIJRES-
• 7 banks of 8 channel I/O: 1 bank of analog, 3 banks of 
ADAT optical: 3 banks of lascan TDIF. plus stereo S/PDIF. 
• Custom VLSI chip for amazing I/O capabilities • • Format 
conversion between ADAT and DA-88 

• 8x 24-bit VC balanced analog I/0s • 24-bit internal data 
bus for full 24-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 ADATO 
and DA88s via an ADAT SYNC IN and RS422 

1224 FEATURES- main outputs • Stereo AES/EBU digital I u • 
• 24-bit analog audio interface • State-of-the-art 24-bit in/out • Dynamic range of 116 dB (A-weighted) • Fi ' r ' 
A/D/A • Simultaneously record and play back 8 channels of panel displays six-segment metering for all inputs ano 
balanced (IRS) .4 dB audio • 24- bit balanced +4 XLR outputs • Headphone jack with volume knob 

CD RECORDING/MASTERING 

Atiesis 
Masterlink ML-9600 
High-Resolution Master Disk Recorder 

The Alesis MasterLink Ml-9600 is 3 
2-track 24- bit recorder that combinen 
hard disk recording. CD burning, 
digital signal processing, and 
mastering functions to create 
compact discs in the standard Red 
Book' 16-bit/44.1kHz format, or high 
resolution CDs that utilize Alesis' revolutionary CD24 AIFF-compatible technology. MasterLink is capable of 
recording and playing up to 24-bi1/96kHz resolution CDs using the inexpensive, 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 commercial audio facilities to project studios and recording musicians. 

FEATURES-
• 24- bit 128e 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 
• 113d8 signal-to-noise ratio (A-
weighted) 
• Matsushita ATAPI CD-ROM drive 
allows up to 4x CD burning using 
standard CO-R discs. 
• Built-in sample rate conversion 
noise shaping to change sample 
rates it. bit reSOlution as needed 
• Reads and Writes 16-bit 44.1kHz 
Red Book Audio CDs 
• Alesis* exclusive CD24 is a high-

resolution mastering format that 
reads/writes files up to 24-bit 
96kHz in the ISO 9660 disc format 
AIFF caompatible file format that 
can be read by MacOS, Windows 
and Unix computer platforms. 
• Built-in 3.2GB IDE hard drive 
• Hard disk max recording times 
95 min. ie 24-biV96kHz 
310 min. W 16-bit/44.1kHz 
• Create and store up to 16 playlists 
containing as many as 99 tracks 

Arming Inputs and Outputs 
• Balanced XLR connectors (+4dBu 
input and +19dBu max. output) 
• Unbalanced phono ( RCA) 
connectors (- 10dI3V input and 
+5dBV max. output) 
• 1/4-inch IRS 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 
• Cropping allows adjusting start 
and end points. 
• Join and Split features allow 
combining and separating song 
sections. 

DSP Finishing Tools 
• Equalization, Compression. 
Normalizing and Peak Limiting 

Includes 
• Infra red remote control and 
rackmount brackets 

retina. 
CDR-631 Professional CD Recorder 

The CDR631 offer all the features and functions of lire 
CDR630, its popular predecessor, but adds many 
features and functions that were previously unavailable. AMIlk. 
Ito full complement of digital and analog connections 
lets you record your Own CDS from audio sources such 
as CDs. LFs, cassettes, OAT, or even a computer. 

Features-
• Pro and consumer CD-R and CD-RW compatible 
• Track titles can be saved and edited in CD-TEXT 
f ormat that can be read on CD-TEXT compatible CD 
players 
• Memory buffer that prevents the beginning of 
tracks from getting cut off 
• Menu selectable SCMS copy protection 

• Digital and analog record level and balance control 
• XLR-Balanced and RCA unbalanced analog inputs 
• AES/EBU (XLR), Coaxial, and Optical digital inputs 
• Unbalanced (RCA) analog and Coaxial digital 
outputs including Coaxial loop-out for unprocessed 
connection to other digital equipment 
• IR remote control included 

MICROBOARDS 
StartREC Digital Audio Editing/ CD Duplication System 

The Microboards StartREC is the first digital audio editing 
system combined with a multidrive CD recordable duplication 
system for professionals. Audio is recorded to the internal 
6.2 GB IDE hard drive using analog or digital inputs. Sample 
rate conversion is automatic. Tracks can be edited and 
sequenced using the StartRECS user friendly interface and 
up to 4 CDs can be recorded simultaneously. StartREC is the 
ideal solution for studio recording, mastering, post 
production or any pro audio environment requiring digital 
audio editing and short run CD-R duplication. 

Features-
• ¿X, 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 I/O 
• XLR balanced and RCA Line inputs and outputs 

• Automatic Sample rate conversion from 32 and 481my 
• Automatic CD Format Detection feature and user 
friendly interface provide one touch button operation 
• Front panel trim pot and LCD display provide scconto 
input signal and time lapse metering 
• SCMS (Serial Copy Management System) is supported: 
regardless of the source disc copy protection status 
• StartREC Models Include: ST2000 ( 21 8. writers 
413000 (3) 8x writers and ST4000 (-1 • ' 

s 
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PHOTO - VIDEO - PRO AUDIO 

THE PROFESSIONAL'S SOURCE FOR PHOTO, 
FOR ORDERS CALL: r,,p FAX 124 

800-947-5518 800-947-9003 
212-444-6688 212-444-5001 

MOST ORDERS SHIPPED 
WITHIN 24 HOURS 

OVERNIGHT SERVICE AVAILABLE 

On the Web: http://www.bhphotovideo.com 

DIGITAL MULTI-TRACK RECORDERS 

TAS CAM MX-2424 24-Bit 
24-Track Hard Disk Recorder 

.• • durance by TASCAM and TimeLine ir the MO-
24 is an aft Dwaine 24-bit. 24-track hard crier( 

•• -order that also has the editing power of a digital 
• . firu worksiation. A 90B internal herd drive comes 
iandard as well at SCSI %Mae port that supports 
• ternal LVD ILow Voltage Drives) hard drives from 

,r • to 40 feet away. An optional analog and several 
•• •rai I/O cards are available so the MX-2424 Can be 
'Moored to suit your work environment. SMPTE 

.nchronization, Word Clock, MIDI Time Code and 
.1:01 Machine Control are all built in for seamless integration into any studio. 

• Records 24 tracks of 24-bit audio at 44.1 or 48 kHz, or 
12 tracks at 88.2 or 96 kHz. Up to 24 tracks can be 
recorded simultaneously using any combination of 
digital and analog I/O. 
• Supplied 9GB internal drive allows 45 minutes of audio 
across all 24 tracks 
• Wide SCSI port on the back panel allows you to add 
multiple drives. A front 5-1/2 bay available for 
installing an additional drive, or an approved DVD-RAM 
drive for back-up. 
• ViewNet MX. a Java-based software suite for Mac and 
PC offers DAW style editing of audio regions, dedicated 
system set-up screens that make set-up quicker and 
easier and track load screens that make virtual track 
management a snap. Connects to a computer via a 
standard Ethernet line. 
• Can record to Mac (SDI') 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. 

  t-
Mar mene••- 4-

The DA-78HR is the first true P4-bit tahe-basen 8-track 
modular digital multitrack recorder. Based on the DTRS 
(Digital Tape Recording System) it provides up to 108 
minutes of pristine 24-bit or 16-bit digital audio on a single 
120 Hi& video tape. Designed for project and commercial 
recording studios as well as vide0 post and ocio production, 
the DA-78HR offers a host of standard features including 
built-in SMPTE Time Code Reader/Generator, MIDI Time 
Code synchronization and a digital mixer with pan and level controls. A coaxial S/PDIF digital I/O allows pre- mixed digital 
bouncing within a single unit, or externally to another recorder or even a DAT or CD recorder. Up to 16 DTRS machines 
can be synchronized together for simultaneous. sample accurate control of 128 tracks of digital audio. 

Features-
• Selectable 16 bit or 24 bit High Resolution audio 
• 24 bit ND and D/A converters 
• > 104d8 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 

Editing-
• Built-in editing capabilities include cut, copy, paste. 
split and ripple or overwrite 
• 100 levels of undo 
• Supports destructive loop recording and non-
destructive loop recording which continuously records 
new takes without erasing the previous version. 

Build-In Synchronization-
• TBUS protocol can sample accurately lock 32 machines 
together for 384 tracks at 96kHz, or 768 tracks at 
48kHz. 
• Can generate or chase SMPTE timecode or MIDI Time 
Code. 
• Word Clock In. Out. and Thru ports 

I/O Options-
• Optional analog and digital cards all provide 24 
channels of I/O. There is one slot for analog and one for 
digital. 
• IF-1D24- T/DIF module 
• IF-A024- ADAT Lightpipe module 
• IF-AE24- AES/EBU module 
• IF- AN24- A-D, D-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 site. 

4.11.11.111111K 
DA-743HR Modular Digital Multitrack 

11  

• Internal digital mixer with level and pan for internal 
bouncing. or for quick mixes 
• Track slip from -200 to +7200 samples 
• Expandable up to 128 tracks ( 16 machines) 
• Word Sync In/Out/Thru 
• Analog output on 0825 balanced or RCA unbalanced 
• D • TD!F or 2 channels of S/PDIF 

TO D CONVeRTIERS 

APOGEE Rose 
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 resolution selector • S/PDIF-ADAT optical 
• 24- bit, 44.1-48, 88.2-96 kHz Sample Rate (±10%) selector • Soft Limit on or off • 12-segment metering 
• 116dB dynamic range ( unweighted) w/ over ondicator & Meter Clear switch • Level trim 

• Improved UV22HR for 16 and 20- bit ND conversion REAR PANEL: 
FRONT PANEL: • XLR balanced inputs • 2 x AES/EBU for 88.2/96kHz 2 
• Power switch • Sample Rate (44.1, 48, 88.2, channel path. Coaxial S/PDIF, switchable S/PDIF or 
96kHZ)Îelector • 16- bit (UV22). 20-bit (UV22) and ADAT optical outputs • Wordclock out  

tta 24- bit A to D Converter 

LUCID AD 9624 24-bit A to D Converter 
Transparent analog to digital conversion designed to bring 
I your music to the next level. XLR balanced inputs feed true 

24- bit converters for revealing all the detail of the analog source. 
16-bit masters can take advantage of the AD9624's noise 
shaping function which enhances clarity of low level signals 

FEATURES— 
• 24-bit precision A/D conversion • Support for 32, 
44.1, 48, 88.2 & 96kHz sample rates • Wordclock 
sync input. Selectable 16- bit noise shaping • 

Simultaneous AES/EBU, coaxial and optical S/PDIF 
outputs • 20-segment LED meters w/ peak hold & 
Clip indicators • ALSO AVAILABLE: DA9624 24-bit 
D/A converter 

DIGITAL MIXERS 

kff RoIandla 
The all digital Roland V- Mining System, when furry 
expanded. Is capable or mixing up to 94 charrnela with 16 
stereo (32 mono) onboard multi-effects including COSM 
Speaker Mudeling. Utilizing a separate component 
design, comprised di 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 uter interlace. FlexBus and EZ 
routing capabilities as well as a large informative LCD 
and ultra-fast short cut keys. 

• 94 channels of digital automated mixing (fully expanded) 
• Up to 48 channels of ADAT/Tascam T- 01F digital audio 
I/O with optional expansion boards and interfaces 
• Separate console/processor design 
• Quiet motorized faders, transport controls, total recall 
of all parameters including input gain, onboard mixer 
dynamic automation and scene memory 
• 24 fader groups, dual-channel delays, 4- band 
parametric channel E0 n channel HPF 
• FlexBus and virtual patchbay' for unparalleled routing 
flexibility 

• VS8F-2 Effects Expansion Board -- Provides 2 stereo 
effects processors including COSM Speaker Modeling. 
Up to 3 additional boards can be user-installed into the 
VM-7200 processor. for 8 stereo or 16 mono effects 
per processor. 
• VM-24E I/O Expansion Board -- Offers 3 R-Bus I/0s on 
a single board. Each R-Bus I/O provides 8-in/8-out 24-
bit digital I/O, totalling 24 I/O per expansion board. 

VM Basic 72 
Digital Mixing System 

• Up to 16 stereo ( or 32 mono) multi-effects processors 
using optional VS8F-2 Effects Expansion Boards (2 
stereo 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 reinforcement. 

• DIE-AT Interlace Bon tor ADAT/Tascam -- Converts 
signals between R- Bus (VM-24E expansion board 
required) and ADAT/Tascam T-DIP. Handles 8-in/8-out 
digital audio. 1/3 rackmount size. 
• VM-24C Cascade Klt -- Connects two VM-Series 
processor units. Using two VM-7200 processors 
cascaded and fully expanded with R-Bus I/O. 94 
channels of audio processing are available. 

EFFECTS & PROCESSING 

lexicon, 
MPX-500 24- Bit Dual Channel Effects Processor 

• 11111,11••• 

WICS9 

The MPX 500 is a true stereo 24-bit dual-channel processor and like the MPX100 is powered by Lexicon's proprietary 
Lexichip and offers dual-channel processing. However. the MPX 500 offers even greater control over effects 
parameters, has digital inputs and outputs as well as a large graphics display. 

• 240 presets with classic, true stereo reverb programs • 4 dedicated front panel knobs allow adjustment of 
as well as Tremolo, Rotary, Chorus, Flange, Pitch, effect parameters. Easy Learn mode allows MIDI 
Detune. 5.5 second Delay and Echo patching of front panel controls. 
• Balanced analog and S/PDIF digital I/O • Tempo-controlled delays lock to Tap or MIDI clock 

t.c. electronic 
M-One Dual Effects Processor 

• 
, 

• 

• 

• 

The M-One allows two reverbs or other effects 
to be run simultaneously, without 
compromising sound quality. The intuitive yet 
sophisticated interface gives you instant control 
of all vital parameters and allows you to create 
awesome effects programs quickly and easily. 

• 20 incredible IC effects 
including, Reverb. Chorus. 
Tremolo, Pitch. Delay and 
Dynamics 
• Analog-style user interface 
• 100 Factory/100 User presets 

• Dual-Engine design 
• 24 bit AID-D/A converters 
• S/PDIF digital I/O. 44.1-48kHz 
• Balanced ve Jacks - Dual I/O 
• 24 bit internal processing 

D-Two Multitap Rhythm Delay 
• 

25 
• 

• 

Based on the Classic TC2290 Delay, the ()-
Two is the first unit that allows rhythm 
patterns to be tapped in directly or quantized 
to a specific tempo and subdivision. 

• Multitap Rhythm Delay 
• Absolute Repeat Control 
• Up to 10 seconds of Delay 
• 50 Factory/100 User presets 

• 24 bit A/D-D/A converters 
• S/POIF digital I/O, 44.1-48kHz 
• Balanced ve Jacks - Dual I/O 
• 24 bit internal processing 



VIDEO and PRO AUDIO 
TO INQUIRE ABOUT YOUR ORDER 

:00 221-5743 • 212 239-7765 
OR FAX 24 HOURS 

00 947-2215 • 212 239-7549 

420 Ninth Ave. 
(Bet. 33rd ie 34th St.) 

New York, N.Y. 10001 

POWERED STUDIO MONITORS 

PHOTO - VIDEO - PRO AUDIO 

MICROPHONES 

C414 TLII 
"Vintage IL" 

Combunes the best of old and new: 
legendary C12 acoustics and the latest 

generation of C414 transformerless FET 
electronics. Although similar in design 
and shape to the C414BULS, the TLII 
features a capsule that is a faithful sonic 
recreation of the one used in the classic 
C12 tube mic combined with computer-
aided manufacturing techniques that 
assure greater uniformity in response 
from microphone to microphone. 
FEATURES-
• Cordioid hiiperca,d.oid, otorddirectionsi 
and figure 8 polar patterns 
• Wain smooth microphone that is suitable tar h,gt, 
quality modal recording. 

• Frequency response 1011: to 20kHz 

C4000B 
ELECTERET CONDENSER 

This new mic from AKG is a multi polar 
1 pattern condenser micropone using a 
unique electret dual large diaphram 
transducer. It is based on the AKG 
SolidTube deisgn, except that the tube 
has been replaced by a transistorized 
impedance converter/ preamp. The 
transformerless output stage offers the 
C4000B exceptional low frequency 

FEATURES-
• Electret Dual Large Diaphram Transducer 
(1st of its kind) • Cardioid, hypercardioid 
omnidirectional polar patterns • High Sensitivity 
• Extremely low self-noise • Bass cut filter 8 
Pad switches • Requires 12, 24 or 48 V phantom power 
• Includes H-100 shockmount and wind/pop screen 
• Frequency response 20Hz to 20kHz 

RODE NT-2 Condenser Mic 
The RODE NT2 is a large diaphragm 
true condenser studio mic that 
features both cardioid and 
omnidirectional polar patterns. The 
NT-2 offers superb sonic detail with 
a vintage flavor for vocal and 
instrument miking. Like all RODE 
mics the NT-2 is hand-assembled in 
Australia and is available at a 
breakthrough price. 

FEATURES-
. Dual pressure prudent transdUCOr 
• 1 capsule with gold-sputtered 
membranes • Law noise. 
transformerless circuitry • Omni 
and Cardieid polar patterns • 135411 Ma. SPI. • High 
pass fitter switch and -10dB pad switch • Gold plated 
output connector and internal head pins 
• Shockmount. Flight Case, and Pop Filter included 
• 20Hz-20kHz frequency response  

audio-technica. 

AT4047 
Cardioid Condenser 

The AT4047 is the latest 40 Series large 
diaphragm condenser mic from Audio 
Technica. It has the low self noise, wide 
dynamic range and high sound pressure level 
capacity demanded by recording studios and 
sound reinforcement professionals. 

FEATURES-
• Side address cardioid condenser 
microphone for professional recording and 
critical applications in broadcast and live sound 
• Low self noise, wide dynamic range and high SM. 
• Switchable 80Hz Hi Pass Filter and 10dB pad 
• Includes AT8449/SV shockmount 

MICROPHONE PREAMPS 

AVALON (j) DESIGN 

VT-737SP Mono Class A, 
Vacuum Tube-Discrete Preamp-Opto-Compressor-Equalizer 

The VT-737SP is a vacuum tube, Class A processor that combines a mic preamp, instrument DI, compressor and 
sweepable 4-band equalizer in a 2U rack space. Like all Avalon Design products the VT-7375P utilizes a minimum 
signal path design with 100% discrete, high-bias pure Class A audio amplifiers and the best active and passive 
components available. Used by renowned artists and studios world wide and the winner of the Electronic Musician 
1999 Editors' Choice Award for Product Of The Year. 

FEATURES— 
• Combination of TUBE preamplifiers, opto-compressor, 
sweep equalizer, output level and VU metering in a 2U 
space 
• Four dual triode vacuum tubes, high-voltage discrete 
Class A with a 10 Hile 120kHz frequency response 
±0.5dB 
• The Preamp has three input selections- The first is a 
high performance XLR balanced mic input transformer 
with .48v phantom power, the second is a high 
impedance instrument DI with a 1/4" jack located on the 
front panel and the third is a discrete high-level Class A 
balanced line input. 
• High gain switch boosts overall preamp gain and a 
passive- variable high pass tiller, nardwire relay 
bypass and phase reverse relay is available for all 
three inputs 
• The Opto-Compressor uses a minimum signal path 
design and features twin Class A vacuum tube triodes 
for gain matching. A passive optical attenuator serves 
as a simple level controller. Variable threshold, 
compression ratio and attack and release offer 
dynamics control from soft compression to hard 
knee limiting. 
• The dual sweep mid-EO can be side chained to the 
compressor allowing a broad range of spectral 

control including de-essing. The EC) 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 El) is selectable 
between 15, 30 60 and 150HZ with a boost and cut 
of v24dB 
• The high frequency passive shelving EO is selectable 
between 10, 15, 20 and 32 kHZ with a boost and cut 
of ±20d13 
• The low-mid frequency is variable between 35 to 450 
Hz Mine tee 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-Orto-0 switch. 
• When the E0 to side chain is used, the low and high 
EC) is still available fur tonal adjustment 
• The Output level is continuously variable and utilizes 
an another dual triode vacuum tube driving a 100% 
Class A. high-current balenced and DC coupled low 
!torso output amplifier. 
• Sealed silver relay bypass switches are used for the 
most direct signal path 

A-20 
Studio Reference Monitor System 

Incorporating a pair of 2-way. acoustic suspension 
monitors and external, system-specific 250 watt per 
side control amplifier, the A-20 provides a precise, 
neutral studio reference monitoring system for 
project, commercial and post production studios, The 
A-20's control amplifier adapts to any production 
environment by offering control over monitoring 
depth (from over tik far fiudd), wall proximity and even 
input sensitivity while the speakers magnetic 
shielding allows seamless integration into today's 
computer bared studios. 

• Type Modular. self-powered near/mid/far-field monitor. 
• 48Hz - 20kHz frequency response @ 1M 
• Peak Acoustic Output 117dB SPL ( 100ms pink noise at 
1M). 
• XLR outputs from power amp to speakers 
• Matched impedance output cables included. 

Amplifier 
• Amplifier Power 250W (continuous rms/ch), 400W 
(100ms peak). 
• XLR, TAS input connectors 
• Headphone output 
• 5- position input sensitivity switch with settings 

• -6dB LF Cutoff 40Hz 
• 5 position wall proximity control 
• 5 position listening proximity control between near 
mid and far-field monitoring 
• Power, Overload: SPL Output. Line VAC and Outp 
device temperature display. 

Speakers 
• 2-way acoustic suspension with a 6.5-inch treat, : 
paper woofer and a 1-inch aluminum dome tweet, 
• Fully magnetically Shielded with an 18-inch 
recommended working distance 

PS-5 Bi-Amplified Project Studio Monitors 
The PS-5s are small format, full-range, non-fatiguing project studio 
monitors that give you the same precise, accurate sound as the highly 
acclaimed 20/20 series studio monitors. The use of custom driver 
components, complimentary crossover and bi-amplified power design 

[ 0j p o provides a wide dynamic range with excellent transient response and 
D b ii low intermodulation distortion. 

FEATURES-
• 5- 1/4-inch magnetically shielded mineral-filled 
polypropylene cone with 1-inch diameter high-temperature 
voice coil and damped rubber surround LF Driver 
• Magnetically shielded 25mm diameter ferrofluid-cooled 
natural silk dome neodymium HF Driver 
• 7G) watt continuous LF and 30 watt continuous HF 
amplification per side 
• XLR-balanced and 1/4-inch (balanced or unbalanced) 
inputs 

• 52Hz-19kHz frequency 
response z3dB 
• 2.6kHz. active second order 
crossover 
• Built-in RF interference, 
output current limiting, over 
temperature, turn-on 
transient, subsonic filter, internal fuse protection 
• Combination Power On/Clip LED indicator 
• sar vinyl-laminated MOP cabinet 

Hafler TRM-6 Bi-Amplified Studio Monitors 
Offering honest, consistent sound from top to bottom, the TRM-6 bu-amplified 
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 also depth. 

FEATURES-
• 33 Watt HF 8 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- TRIA-8 
• 1-inch soft dome tweeter and 8- inch 
polypropylene woofer 
• 45Hz - 21kHz frequency response ±2dB 
• 75 Watt HF, 150 Watt LF amplification 

TRM-10s And TRM-1 2s 
Active Subwoofers 

Combining Hailer's legendary amplifier technology with a 
proprietary woofer design, the TRMlOs and TRM12s active 
subwoofers provide superb bass definition required in today's 
studio and surround sound environments. 

IBM-10s 
• 10-inch cellulose fibre cone down firing woofer. 
• 200 watt low frequency amplifier 
• 30Hz to 110Hz frequency response ±2dB 
• 24d8/octave Linkwitz-Riley crossover variable (40Hz to 
110Hz) 

TRM-12s 
• 12-Inch cellulose libre cone down firing Motet 
• 200 watt low frequency amplifier 
• 25Hz to 110Hz frequency response ±2dB 
• 24dB/octave Linkwitz-Riley crossover variable (40Hz to 
110HzI 

;e4i, '4. • 
Ibmiiit OHS" gill lb. Add 75c for each additional lb. For Ins. add 500 per $100. C..,) 2000 BOP Photo-Video. Prices valid subject to supplier prices. Not responsible for typographical errors. 
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DUPLICATION/REPLICATION 

Vinyl Pressing Special Radio & Promo Packages ' 12" Vinyl Pressing 
'Dub Plates 
•Compact Discs 
•Cassettes 

Est. 1969 

iteAr_cm.ci & ETaftcr iffamfikrichetimg. 

Call Today 1-800-527 3412 
(214) 741-2027 
covw arrocoohodo corn 

902 N. Industrial Blvd Dallas, TX 75207 

CAREER MARKETPLACE 

THE ULTIMATE ONLINE RESOURCE 
for pro audio, video 8( systems integration— 

Entertainment Technology Network 
From the Publisher nt Pm Snail News. E0. Systems Contractor News. Medialine, 

Residential Systems. Surround Professional. Television Broadcast. Videography & Government Video 

is looking for energetic, talented professionals. 
Internet Sales ( Account Service) Managers: Ability to sell creative marketing oppor-

tunities to à rapidly-expanding community uf customers and help them to grow their 

business, Requires understandii ig 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 Pro Audio, Video & Systems 

Industries a plus Travel required. Excellent compensation. 

Strategic Business Development Manager: Ability to identify, negotiate d I Id close 

key partnershing inside and outside the Pro Audio Industries. Prior Internet business 

development experience and MBA are preferred. 

Internet Marketing Manager: Ability to design and implement internet marketing 

plan to drive marketing objectives. Requires tholuugh understanding of internet mar 

keting. Knowledge or Pro Audio, Video & Systems Industries a plus. 

United Entertainment Media, Inc. is an equal opportunity employe', offers a competitive com-

pensation and benefits package. If you would like to join our 

progressive team please fax resume and cover letter 

to MP i12,3/8,46u ou visit us at AES Trade Show in 

Los Angeles Booth #463. 

11 Infited Lute; taininent Medra, Inc 
A United Now, A Media FrininanY 

The job you want. 
Sales • Service • Technical 

Support • Contracting/Install 

Recording Studio • Creative 

Marketing • And More 

§YeelWat 

music tech, 'logy durci 

800-222-4700 

Call and ask for 
Kristine Haas or 
the Career 
Center today! 

5335 Bass Road 
Fort Wayne, IN 46808 

www.sweetwater.com (219) 432-8176 
careers@svveetwater.com FAX (219) 432-1758 

Reserve Ad Space 

1144e 
0 1e414 

vela@psn.com 

500 CD 
with Printing a 

$ 849. 
du Wilkes II 

lewd Ni, 

OR: 
50 CDs for $199 

• Audio Mastering nisi send us y 
• Graphic Design 

• Film 

• Printing 

• Packaging 

Cd Master 

and 

Graphic Desig 

we'll do the rest. 

wiiviiv_1711Cd—ariS.00111 

, 
PACIRCNORTH 
I, COMPACT DISC  

800-662-4033 

USE THE 

E0 
CAREER MARKETPLACE 

TO HIRE YOUR 

‘eire. DYN 
44, 
0 

FOR 
YOUR 

BUSINESS!!! 

A 

Call Christine at 
631-547-1180 
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ACOUSTICAL PRODUCTS 

10 ProFoam Panels 
for reflection control 

32 Proloam" Tiles 
for enhanced envelopment 

4 ProCornere 
for extended low frequency control à 

StildiOknOci 
MSRP STARTS AT '49999 

Installation is quick and easy, with enough material to 

properly treat project studios up to le x 10' x 8'. 
Available in white, white ((cc, and gray flac Class A 

Melaflee as well as charcoal gray, blue, and purple 

Class B/C Polyflef". Now with free drop shipping. 

KM® 
RPG DIFFUSOR SYSTEMS, INC. 

301.249.0044 
info@rpgdiffusors.com 

www.rpgdiffusors.com 

111 

e 

II 

44444  With the new Roomlnators Alphal - Acoustical Control Kit, It's easy to make your place sound great! 

11/ 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 Aural«. Now we've shrunk that big-studio 
sound down into the handy -take home sized Alphal! 

It's never been this easy & affordable to make your room sound better! 

• In this one kit you get everything you need to improve the sound of your small 
studio, iso booth or control room, bass traps, absorbers even adhesive & 
installation tips! If your needs dictate, simply add more Alphal kits. 

• You'll Immediately notice improved imaging, tighter bass er less " room" sound. 

• Your monitors, mics,& 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 fur when you bought your gearj! 

Don't put up with bad sound any longer! Get to your favorite 
dealer snd chenu nu! the full line al affordable Roominalors 

Kits .1 other industry-leading Aural« products tails,. Ybu'll 
be surprised at how easyllaffordable great sound can be. 

• estimated street price 

If you need help, remem-
ber we've always given free 

initial consultations. And it 
you're building a studio, check out our 

acclaimed bookle!Acouellee 101 ". It S 
a free download from our website! 

Auralet 
acousfIct 

SILEN 1174 1 31 ISISA-7941 FAX 

INFO 

013) WM-2M 

58 Nonotuck St, Northampton, MA 01062 

ORDER ( 800) 583-7174 
into@silentsource.com • www.silentsource.com  

Acousticore Fabric Panels • Sound Barrier 
Isolation Hangers • A.S.C. Tube Traps 
Silence VVallcovering - VVhisperVVedge 
Melaflex • S.D.G. Systems • Tecnifoam 
R.P.G. Diffusors - Sonex - Sound Quilt 

AcousticsFirst TM 
TN? 1:br:re 888-765-2900 

Full product line for sound control 
and noise elimination. 
Web: http://www.acousticsfirst.com 

SOUND ISOLATION ENCLOSURES 

Celebrating 10 years of reducing sound to a Whisper! 
For 

Recording Vocals, Broadcasting, Practicing, Etc. 

immediate Shioning! 

1 Year Warranty  

Various Sizes & Confi4urations 

www.whisperroom.com 
PH: 423-585-5827 FX: 423-585-5831 

DJ SERVICES 

where 

%r4 

www.nyc-entertainmkcom 
YOUR HOTSPOT 
GUIDE FOR NYC 

• 

• 
• 
• 
• 

TRAINING/TUTORIALS 

rR.ECORDING ENGINEER 
TRAIN AT HOME w4e) 

Easy Home-Stud pra lical Rai ing in 
Multi-track Record ng. Join our Successful 

eadvales or build your own studio. « • 

FREE INFORMATION, 

.tudie institute of .imerien 
814 46th Ave Suple AN San Francisco CA 64121 

47 Or visit us at w .aud olnstitute.com 'j22111 

VOCALS 

SINGERS f REMOVE • VOCALS 
Unlimited, Low Cost, Instantly Available 

Background Music from Original Standard 
Recordings! Does Everything Karaoke 
does... Better and gives you the 
Thompson Veal Ehminator'^ 
Free Brochure & Demo Tape.... 
IT Sound Dept EQ- I 

7980 LT Parkway.Lithonia,GA 30 4 101M. Internet - http:// Itsound.com 

24 Hour Demo/info Request Line (770)482-2485-Ext 28 
When You Want Sornethin Better Than Kareoke: 

SONGWRITER PRODUCTS 

I New Studio? New Act? Need Nei 
Stop running your "buns" off! 
Let SPIN do the "legwork" for you! 

SCIN 
RECORDS ev 

CD Biz Cards.' 

o 
yinednetwork.com 

*COPYRIGHTS 
@CONTRACTS 
@LEGAL BOOKS 
@SOFTWARE 
'RADIO GUIDES 
'DISTRIBUTORS 
@CDR's & SUPPLIES 
"CDR BIZ CARDS 
@CD DESIGN FILM 
08X10 & POSTERS 

Songwriter Products 
Ideas & Necessities 

(800)487-SPIN (407)834-8555 
www.songwriterproducts.com 
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DUPLICATION SERVICES 

III- )IA GUARANTEED NATIONAL 

DISTRIBUTION! 
and FREE barcode 

$1395 
2 Panel 4/k book, 

4/0 tray 

includes: 
national distribution, printed 

inserts, FREE barcode, 
topspines, all films, jewel cases, 

assembly & wrap 
2 color CD's, 1000 units 

$1595 
4 Panel 4/k book, 

4/0 tray 

includes: 
national distribution, printed 

inserts, FREE barcocle, 
topspines, all films, jewel cases, 

assembly & wrap 
2 color CD's, 1000 units 

(..Ç.c211 with questions or inquires on other services 

(Coll about our broker discounts) 

Media Services 
4030 S. 108th Street 
Omaha, NE 68137 
1.888.891.9091 

www.mediaomaha.com 
mediaoinaha@aol.com 

BULK CD's 
STARTING AT 

62.< 

Don't go crazy, Go direct! 

CD 0 CD-ROM 0 DVD 0 Vinyl 0 Cassette 

Design 0, Mastering 0 All Related Packaging 

/Viusc Monufac tur.ng Sr-, v.ces 

$899.00 
500 CDs with 

4 page CD folder & 
tray card (4+1) 

er$1399 00 for 1000 CDs 
(from master and film supplied) 

Call 1.100.MAIS.4COS 
for your free catalog 

bvww.mensgared.com 

Fag 
z CD, CD-ROM, 
D 8i cassette 
(19 manufacturing 

-affdesign & printing 

mastering & editing 

"• 34ars experience 

j gúà7tnteed national distribu ". n 
,Amazon.com, CDNow,4er Record . 

4  cal -' visit our Infebsn'Itor . ails! 7ir ---- / 

emo- 73 

500 CDs and Jewel 
Boxes for $650" 

800-859-8401 Q57.e2 

Great prices on complete packages with 
printing, graphic design & mastering 

www.go-QCA.com 

PROFESSIONAL • RELIABLE • AFFORDABLE 

1 

VISA 

Mastering 
1000 Bulk CDs $699 

3 color on disc from your film & master 

410-515-4844 OS 
WWW.CYBERELLASTUDIOS.COM 

500 CD'S WITH ItIDOW SLEEVES 95 
FNMA« NOT COPT &COLO' 1 1111LKSCREEN ON MX 

500 cres RETAIL READY swum AT $850 
MIIIINctuomPie4r,MANURACGIIIMG -Irma= JIHNINWW0e." 

500CDSCOMPLETE RETAL PACKAGE $ 1199 
111MXIIIUMMIIMAKUMOMIRIAIMPOINTIMOMOINGIAMPSIG,G 
Am« oNA ttorA, MIO  CO MANUFACTURING «ADP rO MLL 

Luminous Flui 1-800-726-2 11 
wwwilunet.corn CsIktarRE 

NASIC StsCE 1 

IT'SYm REIRIABY 

It Autrui I 
ni IntrIttlIst 

lluuiuillri 

Ion 
Mere 

11111 

79.00 1,09.00 2,100.00 
tOPott llll Istle/1:11ast not er color 11111,11•111111. llllll 111, pllttsiul 

800-DISIDOC 
www.digidocpre.com 

MASTERING 

Need Fat Major-label sound 
on your CO? Call the Analog Specialist! 

DRTmastering.com 800-884-2576 

STUDIOS: CD MASTERING SPECIAL 
UP TO 25 MIN, Eli level, comp. NR, UP TO 60 MIN. 

$200 sequencing, imaging, ow, $350 
etc. See website. 

Send us your mix on OAT, CO-KR-to- R. Cassette, MD— 
We'll send you a Duplication- Ready Master and Reference copy. 

7A WEST mastering@7awest.ccin 16171755-3575 
vvvvw.7avvest.com 

ROSSAROUND DIGITAL 
MASTERING 

Get the personal professional 
touch your product deserves. 
At a price you can afford.  

Guaranteed results. Demo available. 
Credits: " Third Grade Teacher", 

Ferdinand, Mpath, Shrinking Violet. 
www.rossaround.com 

805-660-0776 

Factory-Direct Pricing. 

CD SeoURCE 
CD • CD-ROM • CASSETTE 

1.877.CD PRESS ( toll free) www.cdsource.net 

FAX YOUR AD 631-547-1181 
• www. Ideatsou • lcdtape 
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DUPLICATION/REPLICATION 

One-Stop 
Manufacturing 

• CD Replication 

• Vinyl Records (colors available!) 

• Cassettes 

• Graphics Design 

• Super-Hot Mastering Studio 

NEW - On-Demand Color Printing 

We make everylhine in-house! 

nest Price... nest Service... period. 

EUROPADISK 
Major credit cards accepted. 

.100 CDs,, retail peage 
coke( mere. taw! casedrup... 299 

• rnaeitertn / 
.1000 CDs. ruled ¡wire wathlue •graphlr esiarf, 

004,,,,,sens, ,,,,,,i case,,,,...51270 • printing & packaging 

1 800-409-851 

Audio Cassette Duplicator Co 

12 CD's $3.49 each 
100 CD's $1.99 each 
(818) 762-ACDC (2232) 

www.acdc-cdr.com 
12426 1/2 Ventura Blvd. 
Studio City, CA 91604 

Ae 

%/4-sks 

(800) 455-8555 
http://www.europadisk.com 

CD'S IN 2 DAYS! 
Guaranteed!! 

SMALL AD 

BIG SAVINGS 
CD'sfriNf furn, (117111Ifd MI I. M000 

te Audio Labs, Inc. 
1.800.801-SONG (7664) 

1-800-TAPE WORLD or 1-800-245-6000 
We'll beat any price! 6.95 SHIPPING • FREE CAT. 
SONY 

DA7 t 20 499 
DAT-124880 6 W 
T- 120V 149 
L-75067 399 
H18-120 499 
LOW-74 249 
99-90 59 

MAXELL 
XLI L90 139 
XII 590 159 
12o Fez 199 

1160GX 199 
T120/381 1 19 
CDR 74 MU 289 
09 -90 69 

TDK 
CDR-74 TWIN 299 
SA-90 1 19 
SA8-90 199 
SA5-100 209 
T 120 END 199 
DAT-120 649 
JVC DVC- 60 899 

FUJI 
SVHS-T170 549 
NI 8 120 499 
col 1-60 59 
T 120 94D 199 
JVC ST 120 399 
JVC T120 139 

TAPEWORLD.COM, BUTLER PA 16CO3•FAX BCC-322-8273 
R SOO DIFF RENT . FR-

are you in the mood... 
www.mastermindaudio.com 

EQ SPECIAL  

300 Promo CD's just $555! 
Includes CD-Ma (from CD meter). et, taco label print & Sleeve 

Retail Ready CD's (In Just 5 days 1) 
100 CD's $359 
200 CD's $649 
300 CD's $949 [CDR with J/Box. CD face label print, color front d tray insert, 

graphic layout ahrinkwrap. 

Toll FrPP 1-87 7.8MASTER 

AlAsTERAly\m 781_944-9393 

..to duplicate ? 

VVANTED 
en/0/o a INOINRIRIN 

TO 
JOIN OUR 

"CLIIINT NITWORR" 

Low cost duplicaran services 
Commeston for chents referred 
(Duey producis and services 

Fast Professanal servwe 

FREE SHIPPING 
(With first time orders) 

For Advertising Rates, 
E-mail Christine at vela0psn.com 

EARTH Il.aM5C 

SOO tin tOS 
ore...,..,RwILLeglaioucamoirn4. 

.1 GO O., FOt COMM MSS IIESTRiCTon MAY APPLY 
cL. 

$ 1 3 8 5 . 1000 CDs 
a package at lode, 

ran, tême rat am 

eieneereitlgre.";'„"...;..:., 
„. box. LP. itik 

1>Y 00 • 5 00 CDs 

• 1151',V1 ffleehel Imert p 

$ 1 299, 9 011 

Lem .n.Ar • 
lellormal ALM, 

Pono 

1,1•141, s.a.e.« a', felen.y 

1.800.876.5950 

Feel the Power of Excellence 

TOTAL CD, CD-ROM, & DVD PRODUCTION 

toll free: 1•877•D1SC•USA 
(212) 252-9300 in NYC 

149 MADISON AVENUE NY, NY 10016 

www.digitalforce.corn 

RECORDING SUPPLIES 

EST 1961 IF ITS 11E80811Rn WE RAVE IT EST 1867 

, Mete  

1-800-221-6578 
SONY , 

BASF 

• maxEll lu.'17Kv 

FOR EASY SECURE ORDERING 

LOOK FOR US 
ON THE 

%fete 

1.2 X CDR'S  

es. 500  

1000'  
JEWD, CASE AS LOW AS.18 
isTom I_FNGTHS AVAIS ABLE 
FROM 1 MIN TO 126 MIN 

derti 
SA PRO 

,r4. 
onus All ouALJLA 

C-10 .22 21 24 26 

C.20 25 2i 28 33 

C-30 33 31 36 43 

C-60 47 46 61 64 

C-74 63 60 61 7 

C.90 61 se 73 92 

Winguw_annullrolliemidlio_ourn 

HEY LOOK! 
WE'RE ON THE WEB! 

Toll Free ...„buts 
800-538-2336 

Naliend rtsrerIng Suppikn In, 

All Formats! 
Best Prices! 

www.tapes.com 
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EQUIPMENT DEALERS 

Studio 
[ free catalog ] 

Consoles, 
Mastering Desks, 
Digital Workstations, 
Keyboard Workstations, 
Rack enclosures, Spkr. Stands 

argosycon.sole COM 

ARGOSY 

NEVIS CO console 
Panason,c DA? 

,nown)S Sao os 

8 0 0.4 2 7.5 6 9 8 
5 7 3 . 3 4 6 . 8 5 49 

SAVE THOUSANDS OF DOLLARS 
BUYING YOUR NEW & USED 

EQUIPMENT FROM US 

94 STATE STREET • NEW LONDON, a 06320 

800.264.6614 • 860.442.9600 
carusomusitiaol.com • http://www.caruso.net 

Sth Street Music, 1023 Arch St.1 
Philadelphia, PA 19107 

Philadelphia's Largest Musical 
Instrument Dealer!!! 

www.8thstreet.com 

Don't Get Beat 
When you need equipment call 

8TH STREET MUSIC 
(800) 878-8882 

BAND IN A BOX 

The award-winning land-in- a-Box accompaniment software 
for Macintosh it Windows' is so easy to usel lust type in the 
chords for any song using standard chord symbols (like C, Fm7 
or Cl 369), choose the style you'd like, and Band-Iwo-Box does 
the rest - automatically generating a complete professional 
quality live instrument arrangement of piano, bass drums, 
guitar and strings in a wide variety of popular styles. 

itandin•a•Box Pro S148 USD 
Bandits-a Ron Mega194114 02.49 USO 

PG Musk Inc. 
U9 Cadillac Avenue 

Victoria, BC VS/ ITI Canada 

1-800-268-6272 
(250) 475-2874 

music 

L-mail tioateugnualcsum 

CONSOLES 

Music Production 

CONSOLES 
Film Mix 

Consoles 

D8zR Cinemix 
.0 88 Automated inputs 

.0 Moving Faders 

.• Dynamics 

.• High Resolution Meters 

.0 5.1 Surround Sound Mixing 

.• Balanced Patchbay 

New $38,950.00 

Dez R Vision 
SR / MP/ AV Mixer 

• 16 Mono inputs 

2 Stereo inputs 

so 8 Aux Sends 

so 8 Subgroups 

so 4 Band Sweepable EQ 

sr Rack Mount 

New! $2,500.00 

Limited supply of D&R Dayner, Avalon, 
Manion, Triton & Stylyx Modules, 

Call: 903.485.2535 
The above prices are at distributor cost 

or below . Only serious inquiries! 

INFORMATION GUIDE 

lrebillifiCArAirres 

along a 
Great Master 

FREE Guide 
Saves You Time and Money! 
Contact us today: 1-800-468-9353 
vvvvw.dIscmakers.comieg info idiscmakers.com 

DISC MAKERS 

AUDIO UPGRADES 

• • -:- • -:- • • -:rf • -:- • -:- • 

LA.2A LA.3A OWNERS 
Before you by a new T4B optica 7. y 

attenuator, have it rebui t at a fraction 
é • 

4 of the cost. Also stock OPTO s. 
¡ ANTHONY DEMARIA LABS ¡ 
ee 914-256-0032 • 
-off • -of- • • -off • -:- • so- • • • -1:-

MUSICAL GEAR 

Every major brand of everything. 
Millions of dollars of musical gear in stock. 

ALTO MUSIC 
Guitars, recording. keyboards. amplifiers, drums, pro sound, 

neyi & used One of the largest selections in the country. 
We ship everywhere. 

(914) 692.6922 Fax: (914) 692.5551 
altomusic.com 

680 Route 211 East, Middletown, NY 10940 
Ask for Uncle Freddy - He loves Ya! 

TAPE RECORDERS 

Rea P 
TAPE RECORDER TO GUITAR AMP INTERFACE 
Feed instrument amps or stomp boxes from pre-recorded 
tracks with the correct impedance & level match easily 
Used by professionals everywhere- NOW ONLY s199.00 

find out why at www.reamp.com 

COVERS/CASES & RACKS 

ommeAx 
STUDIO FURNITURE 
MixStation/O2R 

Also available for 0 1111 
Mackie 
8•Bus mixers 

. Ill 

IOW 

Custom Design 
and IIIIIII 
Modifications Available 

800.332.3393 
FAX 415.332.2607 
Outside U.S. 415.332.3392 
WWW.OMNIRAX.COP P.0.1161 1712 SeenlIts, CA 1110.4 

FAX YOUR AD: 631-547-1181 

For Advertising Rates,E-mail 

Christine at velaeopsnicom 
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EQ CLASSIFIEDS 

DUPLICATION/REPLICATION SERVICES 

17t1.3@›e22 @ID 
Includes:Iles & Traytards D!recl-on-Dist Prittig,Joultass, I Shriewral 

100 FULL COLOR 12x18 POSTERS $179 
• Let us" " your 
CD by adding VIDEO! 
• CD/CD-ROM 
Replication atleyri as 52C 
• AudioNideo Tape Duplication 
• Mastering/Digital Editing 
• Design. Printing. & Packaging 

rlEASTI'll PRO MEDIA Call iota 
FAR COLOR Ulna 

1-800-365-8273 

Miutsicratirt 
MILT — NI i a •& 
TEL BEST CD AND CASSDIE PACAAGCS IÀ TiiEWÑRID 

CD MANLIAC TURIV9, CASSETTE DIRK II . 
GRAPHICS, PRINTING & MORE 

Portland • 1-800-637-9493 e Los Angeles 
A Division ol SarShan Mutating, Inc. v E-mail: jzobrisreq.tcfarms.corn 

Compact Disc Replication 

100 CDs $195 Prices include jewel box 
50 CDs $115 and printing direct on disc 
25 CDs $60 
10 CDs elf-% We also do design and printing 

Q"' of full color and b&w covers - 

Allen Lowe 207-741-2846 

www.yourmusiconcd.com 
SNS 10 cdrs - $50. 25 cdrs $75, 50 cdrs - $ 125 SI' 

100 CDRS - $199.00 
Includes cdr, on cd print, & jewel case 0 

OR 100 FULL COLOR (711R 
PACKAGE FOR ONLY $375.00 

Atlanta 678-442-0933 Toll Free 877-442-0933 

D DÀ 
DIGITAL r1 you v 

o CD Mastering and Replication 
OCass Mastering & Replication 
0 Digital Audio Post Production 
CEDAR Sonic Restoration 

I816 Fifth Avenue 
Pittsburgh, PA 15219 

Full Service Digital House  http•i/vvvvvv.4cirlai.corn 1-800-444-DD 1e 

Reserve Ad Space 

tieN11411444-1-41 
vela@psn.corn 

anew-

TALK WITH A 
HUMAN BEING 
ABOUtDREPLICATION 

OASIS® DUPLICATION OFFERS: 

• Innovative Packaging, including the 

revolutionary Oasis Jewel-Free'm Bo\ 

• Free Radio Promotion on our 

OASISSAMPLEr CD compilations 

5, National Distribution of your CD 

to Major Retail & Internet Chains 

• The industry's best reputation for 

quality, for 12 years running 

[OASIS •1 
CD & CASSETTE 
DUPLICATION 

We do what a label does. 
For you. 

Please See Our Full Page Ad on Pago 103 

(888) BY-OASIS (888/296-2747) 

info@oasisCD.com 

www.oasisCD.com 

46 PRODUCTIONS 
25 CDRs - $ 100 / 50 CDRs - $175 
100 CDRs - $250 / 200 CDRs - $425 
From CO or CDR master. Includes CDR in iewel box with text 
printing on CD label Add $19 for other deal master, $33 tor 
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: littpWwww.46p.codi 

0 MEDIAWORKS* 10.a, INC. 

1 029 Elm Hill Pike 
Nashville TN 37210 

compact discs  cd rom dvd 
Ed +/cd enhanced -video 

digital biricassette duplication 

short-run discs and cd one-offs now available 

call toll free for quotes,special 
packages and large quantities 

• ecompetitiVe pricing 
•friendly service 

' • •professional results 

1-800-211-4689 
www.mediauvorkscd com 

PECIAL PACKAGE PRIC 
'acty 1000 CDs for $1545 , 

include graphics, till, 'wont, duplication, pac a 

vvvin,v.bmmi.com \ 

300 • 585.00 
500 - 625.00 

1000 - 999.00 

A KIM LIM AMUR 

dlek... 41E .Multimerdia I 

1100-57(9-7010 
_J_ J.1C) MC) 

100 12" VINYL $775.00 
(in WHITE JACKET w/ HOLE) $ 1.30 each for additional LP': 

7000 7" VINYL 45's (WITH WHITE SLEEVE) $849.00 REORDER - $479.00 

500 7" VINYL 45's (WITH WHITE SLEEVE) $67 5 . 00 REORDER - $299.00 

7000 12" VINYL (in WHITE JACKET w/ HOLE) $1, 7 7 9 . 00 REORDER - .51199.00 

500 12" VINYL (in WHITE JACKET w/ HOLE) $1,249.00 REORDER 5699.00 

ALL PACKAGES INCLUDE: MASTERING / FULL PROCESSING / TESTS / 
2-COLOR LABELS / SHRINK WRAP (12" only)/ QUICK TURN AROUND 

IN-HOUSE CD, VINYL 8. CASSETTE REPLICATING & PACKAGING • OVER 60 YEARS OF EXPERIENCE 
ASK FOR OUR FREE BROCHURE! PRICES SUBJECT TO CHANGE WITHOUT NOTICE 

o Rainbo Records and Cassettes 1738 Berkeley St. • Santa Monica,CA 90404 • (310) 829-3476 • 
Fax: (310) 828-8765 • www.rainborecords.com • info@rainborecords.com <DID 
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E Q CLASSIFIEDS 

FOR SALE 

The gearRe.c= 
you need. •Amplifiers 
We've got it. •Pro Audio 

• Keyboards 
We have everything you need . te more 

for studio and stage! 

music technology direct 

800-222-4700 
www.sweetwatencom 
sales@sweetwatencom 
5335 Bass Road, Fort Wayne, IN 46808 
(219) 432-8176 • FAX (219) 432-1758 

kti PAP r o • s'a 

New, Used and Vintage Recording Equipment 
Buy • Sell • Trade 

API, Neve, Fairchild, Manley, Quested, Urei 
Pultec, Neumann, Lang, Studer, and More! 
www.odysseyprosound.com 

Tel: 978 744-2001 Fax: 978 744-7224 

INTERCONNECT 

Radial 

o 
The World's finest 
direct boxes! 
Radial of course! 

1-800-939-1001 
www.radialeng.com  

COMPUTERS 

Broadcast • Sound Reinforcement • Recording 

DAWCUSA.COM 
-Computer experts who understand pro audio!" 

Call 
C hristine Vela 

631-547.1180 

EQUIPMENT FOR SALE 

"THE BEST DEALS ON EARTH" 

Your One-Stop Shop for the Best Gear Deals! Open 24/7 

The internet auction marketplace at www.digibid.com  

Pure Sound 
visit our website: 

by Quested 
www.qiiested com 

INSTANT ORDER FORM 
CLASSIFIED: EQUIPMENT FOR SALE L; DUPE/REPLICATION SERVICES 

DEALERS E.I MISCELLANEOUS 
$125 per column — 1 inch minimum. 7 lines to the inch. 

ALL ADS MUST BE PREPAID 
CLASSIFIEDS, SERVICES 

PAYMENT: Mom $ 

L. AMERICAN ENCTIESS L VISA 11 MASTERCARD CARD NUMBER 

EMRATION DATE _ _ S'SNVJKE 

CHECK ENCLOSED) 

NAME  

COMPANY   

ADDRESS   

CITY STATE ZIP   

PHONE   

Eqb 
Please supply camera ready art or ad copy on a separate sheet. 
Enclose copy, payment and this Instant Order Form and mail to: 

480 Park Avenue South, Ninth Floor, New York, NY 10016. 
Attn: Christine Vela, Speciality Sales Manager 

TEL (831) 547-1180 • FAX (831) 547-1181 
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ACROSS THE BOARD 
continued from page 170 

figure something out. I moved all of the 
software and audio files over to the 
G4/500 at the show, thinking that maybe 
it had something to do with the Power-
book. The tour manager was aware of 
the time crunch for delivery of the mas-
ter CD and kept coming by and asking, 
"How we doin'?" My blank stare and 
bleeding fingers were enough of a reply. 

Okay! Last chance. Go into Spark, 
change all of the crossfade points just 
a hair, make an image file, check the 
transitions in Jam, and burn the CD. 
Now, pop the CD into a player and lis-
ten. Exactly the same glitches in exact-
ly the same spot. Walk to the edge of the 
stage. Not high enough to hurt myself. 
I should have thought of this back at 
the hotel. 

PLAN 
After the show we flew to West Palm 
Beach. We got there at 1:30 AM. I had a 
car waiting to drive me 100 miles to Mi-
ami. I arrived at 3:00 AM and fired up my 
studio. I was ready to start over with the 

whole process. Re-enter the songs, re-do 
the edits, and burn the CDs on a system 
I knew worked. It is now Monday morn-
ing. I am in Miami. SFX was expecting 
the master in L.A. at 10:00 AM today and 
I have nothing to send them. Will there 
be 74:34 of silence broadcast for the 
Steely Dan radio show? How will they 
know where to insert the commercials? 

Before I start completely over, let 
me just try one thing: I transfer the soft-
ware and audio files, including the al-
ready generated Jam image file, over to 
my Mac 9600 with SCSI CD burner. I 
start Jam, load the image file, and listen 
to the same transitions. Everything is 
still perfect in preview mode. I insert a 
blank CD and click on "Burn." The fin-
ished CD ejects; I pop it in the same CD 
player and...yippee! Perfect. All of 
the transitions are perfect. Everything 
is fine. 

I listened to the whole CD once 
more to make sure. Still perfect. I called 
FedEx and sent the master via Same Day 
FedEx to L.A. By 1:00 PM SFX had the 
master, made the copies, and sent them 
to the radio stations. Saved by the bill. 
The FedEx bill —$193 for same-day ser-
vice to L.A. Ouchie! 

The problem had to be either the 

QPS drive or the FireWire driver for 
Toast and Jam (they both use the same 
extension). I e- mailed Adaptec about the 
problem. They responded a couple of 
days later: 

"Although QPS supports it, we know 
that disc-at-once does not currently 
work with the QPS drivers in our soft-
ware. We are working on an update to fix 
this issue." 

ALSO ON THE BURNER 
The new Steely Dan DVD is jam-packed 
with video, PCM, AC-3, and DTS. There 
have been some complaints about the 
audio not being in sync with the video. 
It turns out that most players can't keep 
up with the 10 MB/sec data rates and the 
video is delayed slightly because of 
processing time. This makes the audio 
sound early. It is different with every 
player, and depends on which audio 
track you're listening to. I guess if you re-
ally want to hear it right you are going to 
have to buy a Denon DVD player and a 
Lexicon MC-1 preamp for decoding the 
audio. About $8,000 for both. 

Oh well. It usually feels good to be 
on the bleeding edge of technology. This 
time I think I am going to need a trans-
fusion. Maybe two transfusions. WO 

Secrets of Doing Surround Sound 
On Your Existing Console 
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Multiformat Monitor Controller 
with optional remote 

MuttIMAX 

"MultiMAX works elegantly on any console." 
-Dino Elefante, co-owner of The Sound Kitchen 

Martinsound 

Cash in on surround sound mania without a lot 
of cash. Get the information you need to make a 
sound business decision by first reading our 
free report, "Secrets Of Doing Surround Sound 
On Your Existing Console". 

Learn how MultiMAX will augment your 
console's stereo monitor section, adding 
monitoring for 7.1, 5.1, LCRS and other formats 
with comprehensive control of multiple 
speaker systems. 
But it's more than just a level control. Quality 

checks and downmix compatibility are just a 
button-push away, giving you confidence that 
your mixes will survive any playback format. 
And it does so much more... 
So get informed and then get MultiMAX. 

Receive the free report 
Call or visit us on the web and order Amoi 

(800) 582-3555 or + I (626) 281-3555 
xi W Valley Blvd, Alhambra CA USA 91803-2493 
Fax -Fi (626)284-3092 www.martinsound.com 
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Sweetwater 
music technology dire 

:1j 13 _ 21 
Voice: (219) 432-8176 Fax: (219) 432-1758 • Email: salesql-sweeer6r 

5335 R ass Road• Fort Wayne, IN 4E213'8 • • • • • 

Syyeetwilte, im etireurized Apple VAR ami MOTU specinil.t1t. 
from your Mac, to your MOTU audio system, 

to free lifetime tech support, we make it easy for you. 

CALL NOW! • L • 
0 

LOUD 

On the heels of their ground-breaking RealVerb 5.1' 

surround reverb plug-in, Kind of Loud Technologies 

presents RealVerb", a new stereo reverb plug-in for 

Digital Performer/MAS. RealVerb uses complex spatial and 

spectral reverberation technology to accurately model an 

acoustic space. The bottom line? Groat 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 nf you ir mix And RealVerb was designed 

from the ground up to take full advantage of Digital Performer's effects 

automation: adjust controls in real time without distortion, pops, clicks or 

zipper noise. You can even morph between presets — in real time. Forget your 

old standby. Let RealVerb bring new quality and space to your recordings. 

RealVerb 

It's everything you need, 

with essential daily tools, 

sweetening and mastering 

processors, and sound design 

mindbenders. From the original 

0.10 and Li, to the Renaissance 

series, to Enigma and MondoMod. 

Don't skimp. Go for the Waves Gold, 

on the way to your gold record. 

Waves Gold Native" contains all the plug-

ins from these Waves Bundles: 

• Native Power Pack' 

• Native Power Pack ir 
• Pro-FX Plus 

...a total of 15 Waves processors. And you save a bundle 

when you go for the gold! 

Gold 
bundle 

STEREO REVERI3 WAVES PROCESSING 



Expand your 
MOTU desktop 

esseritilielq 

for 

ELECTRONICS 

Why is Apogee's new 

Trakrtvvo-input microphone 

pre- amplifier and AID the 

perfect addition to your MOTU 

recording system? Because it's 

Iiiuii AinitieH. Anil because it has: 

• Superb two- channel microphone 

preamplifier with ±90dB gain, phantom 

power, front-panel universal input socket, 

high-impedance direct instrument input, 

analog out — and an incredible sound! 

r tl MOTU AUDIO SYSTEM 

INIUMM 
.meee 

714;4elei —• ec, 4.;;• • • 
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recording system 
with these 

essential tools. 

Why is the Mackie' HUI- the ultimate mixing 

worksurface for Digital Performer? It's like placing 

your hands on Digital Performer itself. Sculpt your mix 

with HUI's silky-smooth, touch-sensitive motorized faders. 

Tweak effects parameters with firm, yet responsive V- Pot 

rotary encoders. You can even call up plug ins on screen 

directly from HUI. Keypad and transport controls let you locate 

Digital Performer's main counter instantly, just like the familiar 

keypad on your computer keyboard. HUI is a complete hardware 

workstation console, with the user-friendly ergonomics that Mackie 

mixers are known for. If you work day in and day out with Digital Performer, 

Ht II will significantly boost your productivity through direct hands-on control. 
• Two channels of Apogee's true 24-bit, 96 kHz 

ND conversion with 117 dB dynamic range, plus 

full 8-channel digital architecture and routing. 

• Digital transfer into your MOTU audio interface. 

• Optional 2- and 8-channel DIA cards; two AMBus card 

slots support multiple formats 8i format conversion. 

• Apogee • Apogee Soft Limit"— which helps you record 

at a higher level without overs; Soft Saturate- gives you the 

sound of analog tape compression! 

• Apogee's enhanced UV22HR " translates 24-bit signals to 

20 or 10 bits while maintaining high-resolution detail. 
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ACROSS THE BOARD 

That Really 
Burns 

Burn baby burn 

BY ROGER NICHOLS 

Remember last month I talked about my 
portable audio editing system for the 
road? Spark XL, Toast 4.1 Deluxe, Jam 
2.6, and a Vxpocket PCM card for digi-
tal in and out of a Powerbook G3/500. 
Well, it almost worked. 

Four days before a syndicated radio 
broadcast of the Steely Dan PBS TV show, 
I got a call asking for an edited version 
with just the music portion of the show 
with the audience reaction put back in. 
All of my copies were in Miami on DLT-
7000 tapes, while I was in a hotel room in 
Washington, DC. Nobody was at my stu-
dio to make me a copy from the DLT tape 
(hey, I gave them two weeks off), so I 
called River Sound, which was where we 
mixed the show. We had printed the final 
mix to two tracks of the 48-track digital 
machine, so they just copied those tracks 
off to a CD from the digital outputs. 

I was gloating when they asked me 
if I needed to find a studio to edit the 
show. "What, are you kidding? I can do 

stuff like this in my hotel room. Just give 
me a direct line to room service and I'll 
be done by tomorrow." 

I fired up the Powerbook, launched 
Spark, and ripped the audio tracks off of 
the CDs. I imported all of the cuts into 
Spark and proceeded to edit all 14 
songs together with brilliant crossfades 
and superb level control. 

Altogether the radio show was 
74:34 with no blank space between cuts. 
This would require 
cutting the CD in 
disc-at-once mode. 
Not possible with 
Toast 4.1, but pos-
sible with Toast 4.1 
Deluxe or Jam 2.6. 
Jam was my choice 
because you can 
audition the tran-
sitions between 
tracks before you 
cut the CD. Ver-
sion 2.6 also sup-
ports FireWire and 
USB CD burners. 

From Spark, 
you click on the CD 
icon and Spark 
builds an image file 
for Jam, loads Jam, 
and opens the 
newly created im-
age file. There it 
was. The completed CD image just 
waiting for the "Burn" command. I 
previewed all of the transitions to make 
sure that there were no glitches added 
by Spark when it made the Jam disc im-
age. Everything was perfect. I inserted 
a blank CD in the QPS 8X FireWire CD 
recorder and clicked on "Burn." 

Life in a hotel digital editing suite 
was good. Or so I thought. 

After the finished CD was ejected, I 
popped it into my portable CD player to 
listen to the whole thing. All 74:34 of it. 
Everything was perfect until I got to the 
transition between cut 10 and cut 11. As 
the audience was fading out, there was 
a loud half-second chunk of audience, a 
very short space of nothing, and the first 
attack of cut 11 was distorted. It sound-
ed like a recording (a pretty good record-
ing actually) of the Mormon Tabernacle 
Choir during a train wreck inserted be-
tween my two CD cuts. 

The first attack of cut 11 was 

distorted. It sounded like a 

recording (a pretty good 

recording actually) of the 

Mormon Tabernacle Choir 

during a train wreck inserted 

between my two CD cuts. 

I went back and listened to the image 
file in Jam. The transition was fine. No 
glitches. My first thought was that Spark 
had placed some illegal pointers in the 
image file that corrupted the CD-R, but 
sounded fine in preview mode. I went 
back to Spark and made a different 
crossfade between tracks 10 and 11, pro-
duced a new image file, and previewed it 
in Jam. The preview was fine. I burned an-
other CD and listened. The same Gawd-

Awful glitch in the 
same spot. Who can 
I kill? I can't kick my 
dogs; they're safe 
in Miami. 

Maybe it was 
some very weird 
hardware- based 
error in the CD 
burner? I cut out 
one of the earlier 
tracks so that the 
transition between 
cuts 10 and 11 
would happen in a 
different physical 
spot on the disc. 
New image file, 
new CD burn, then 
a listen. The same 
glitch in the same 
musical spot. Not 
hardware. 

Maybe it was a 
Jam software error. I reconfigured Spark 
to use Toast 4.1 Deluxe instead of Jam. 
I put the missing cut back in, made a 
new image file, selected disc-at-once 
mode in Toast and burned another CD. 
Same glitch in the same place. With no-
body else in my hotel room I was soon to 
become the target of my own rage. 

It was now two days before the air-
date of the radio show and I had noth-
ing to send. I was supposed to send my 
CD master to SFX Radio for them to du-
plicate and send on to the radio stations. 
This is all made worse by the fact that 
each afternoon I have to leave the hotel 
and go to the venue for that night's 
Steely Dan show. After this show, we 
were going to fly to West Palm Beach, 
have a day off, and then more shows. 

I took all of my hardware to the 
show venue. Maybe in the two hours be-
tween soundcheck and the show I could 

continued on page 167 
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evolution wireless ew-172 1092 Digital Wireless evolution e609 

sennheiser. 

for guitar. 
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hard disk recording 

midi sequencing 

audio interfaces 

midi interfaces 

sync 

plug-ins 

virtual instruments 

midi system management 

automated control surface support 

the most complete integrated system available 

MOTU 
motu.com 
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