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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 nputs or hard disk audio tracks

OASYS PCI online at www.korg.com/oasyspci.htm
Questions about 0ASYS? Email us at oasysinfo@korgusa.com
For an 0ASYS PCI dealer near you, call 1-800-335-0800

WANT AN INTERACTIVE CD-ROM FEATURING KORG'S OASYS PCI CARD? WRITE TO US AT:

©2000 KORG USA, ATTN DASYS CD, 316 S SERVICE RDAD MELVILLE, NY 11747-3201 « FOR INFO VIA FAX BACK, CALL [631]398%8530 DOC #4104

o Chains of up to 4 effects each on channel inserts, 4 send busses and & stereo output busses
o Supports ASIO, FreeMIDI, OMS and Windows audio and MIDI standards

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

© PCl card with 5 Motorola DSPs providing 480 MIPS of synth & audio processing power

» Works with ali major sequencing and digital audio programs

» Available for both Mac and PC
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Open Architecture Synthesis, Effects, and Audio I/O




Get In. Get Out. Take Control.

DIO VWORKSTATION CONTROLLER

Stereo phono (RCA) outputs,
headphone output

USB port; Mac & PC

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 respeniWQﬂd&ﬂdiO History

Introducing the US-428.

There are a bunch 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. So if you're looking for the
ultimate plug-and-play solution for computers and music,
here's everylhing you need...in a cool blue box from the

world leader in recording technology.

= PC and Mac compatibility
via USB interface

= Works with major DAW

applications

Supports unlimited banks

of eight faders

> Dedicated EQ, Aux Sends
and Pan ¢ontrollers

= Professional 24-bit D/A and

A/D converters

Records four audio inputs

at ohce [ ]

Includes Steinberg's

Cubasis VS1™ Audio

Recording/MIDI

Sequencing software”
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= Easy to use: no opening
the computer, no sound
card to install {
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Two 1/4° inputs, switchable from Two balanced 1/4°
instrument (guitar) to line level TRS inputs

Two balanced XLR mic inputs

TASCAM US-428 by

SIPDIF digital input and output FRONT'ER
2o

32 channel MIDI In, Na ~

TASCAM
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a whole world of recording




PROJECT RECORDING
& SOUND TECHNIQUES
VOLUME 11, ISSUE 9
SEPTEMBER 2000

#5 T GEEEmEL s — cceva A a o
B, CONNMNE " © Y es . AES S LS. BN
s e .

a
-t ——_ G
— [ tf [}

i i

ON THE COVER:

Terry Date sits in
Seattle’s Studio X.
Photo by Tomiko Jones.
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Learn From 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 [ 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 notto do from
the five or six poorly done (in my opinion) surround mixes [ 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 Gallagher
mgallagher@uemedia.com
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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 unigue multi-
input electronically buffered
channels, each of which can
accept up to three analog
input signals. Have three stereo
synths? Plug "em 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 mahing 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 MID!, so you can create
fully automated mixes simply
by recording your mix moves
into your sequencer.

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.

What could be easier than hot-
plugging the EZbus into your
computer's USB port and
getting your musical ideas
recorded fast? No PCl 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.)

Computer Audio Recording Interface
Software Control Surface
Stand-Alone Digital Mixer

RRRR R AR

need gettininta and gettinouta.

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

B»umss 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.”

I»ams 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 ali it

—takes-to-instantly transform
the EZbus from an Audio
Recording interface into a
Control Surface. Then operate
your favorite MIDI and audio
software using the EZbus’s
hardware controis—even scrub
audio tracks with the data
wheel! (Software dependent.)
Customize the controls with
you own command set, or use
the convenient factory
presets—support for major
software pregrams is included.
(Did we mention the abllity to
set and recall locate points?)

When is a Return-mere—
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 maniter 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 Of 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
about to tell you which ones
to use.)

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 OF féw, is a snap.

ryiatter

1 0

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 & 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. What, you think we'd
limit you now?)
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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

Gramophonel/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.wesdooley.com.)

WE MISSED THAT CLASS

Regarding the Focusrite 1SA430 [July
2000]: 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, |
thought maybe you'd like to know.

Walt Kraemer
via e-mail

CORRECTIONS

[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 of EQ 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 /0], 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.”]

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
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...

SEPTEMBER 2000

yes, it's true! Fortunately, a photographer was on hand and




, APQGEE DIGITAL.
THE SOUND OF MOVIE MAGIC.
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“EVERYTHING | DO IN THE STUDIO GOES
THROUGH APOGEE AD-8000s.

IT JUST DOESN'T MAKE SENSE

NOT TO USE THEM.”

EIGHT CHANNELS OF THE HIGHEST QUALITY CONVERSION.

MULTIPLE OPTIONAL INTERFACES INCLUDING PRO TOOLS,
ADAT, TDIF, SDIF-Il, SSL, AES/EBU. OPTIONAL VIDEO SYNC. Independent scoring mixer ALAN MEYERSON
AND AN INCREDIBLE SOUND. AT YOUR AUTHORIZED DEALER. works with [eading film music composers including

APOGEE’S AD_ 8000- Academy Award® winner HANS ZIMMER.

ENHANCED AD-8000 SPECIAL EDITION ALSO AVAILABLE. He relies on Ap ogees 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.

mv MEDIA VENTURES

PSX 100 2-CHANNEL ROSETTA 2-CH A/D MEDIA & CABLE
96 kHz A/D-D/A 44.1/48 & 44.1-96 kHz 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@apo?eedigital.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. CIRCLE 03 ON FREE INFO CARD

ELECTRONICS
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ON THE BOARDS

GOOD BRASS MICS

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

Ijust 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. 1
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.

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

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

W W W

ONLINE STUDIO COMMUNITY

. EQ M A G

C O 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 SWEETWATER?

YOUR SOURCE FOR "The only place | will buy gear from

anymore — forget “music stores”.
Sweetwater has changed the way

RECORDING 3 I think about purchasing equip-
\ 7 ment.” Jon Wolfson
MONITORS (\
‘ "What a totally ‘class’

GUITARS Z operation you guys are.
Sweetwater treats us like
valued clients, like profes-

KEYBOARDS sionals, and like friends.”
Tim Snyder

AMPLIFIERS

"What a GREAT web site!
I'm amazed. I've actually
been able to find what |
needed, without spending

great gobs of time to do it.”
Jack Jacobsen

"1 only buy new equipment
from Sweetwater. The level of
customer service is the reason |

T have stayed with Sweetwater over
® o the past 5 years.” Chris Hultz

2

[ ]
&

$ “Thanks again for making this such a plea-

surable sales experience. As far as I'm con-
+ cemed, you've EARNED a customer for life. For
all of our future audio needs, Sweetwater will

be my first and only call.” Nevin Davidson

N\

A

& "Best service of any mailorder company | have
tried.” Dan Graybill

"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 ! live in "Music City’)
Denny Elliott

“You guys never cease to amaze me, your staff is so knowl- Sweemater

edgeable and helpful and it's always a pleasure dealing with ; =
music technology direct

you folks. Thanks!” Craig DelCasino
{219) 432-8176  FAX (219) 432-1758 » sales@sweetwater.com ¢ 5335 Bass Road ¢ Fort Wayne, IN 46808 WWW.SWGGMH(BI’.GO“I

CIRCLE-44,0N-FREEINFO CARD
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NEW ON THE BOARDS

EQ Studio Tech ealimnist and lrequent contibutor David Frangioni
joined the Boards T.og on (o www.eqiuag.com 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. [ 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

I think this is a religious issue. I gener-
ally will pan drums from the drummer’s
perspective, [ 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

'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

dynaudio

IFIT'S THERE YOU'LL KNOW IT
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WHERE TO FIND YOUR LOCAL
DEALER:

CA; Bursank, ProiecT ONE AV
PHONE: +1 818 753 8273

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

CA; Howywooo, ProjecT One AV
PHONE +1 818 753 8273

CA; HoLLYwooD, Sam As
PHONE: +1 323 654 4922

CA; OaxLanp, Leo's Pro Aubio
PHONE: +1 510 652 1553

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

CO; BouLoer, WinD OVER THE EARTH
PHONE +1 303 443 9822

FL; Miami, HARRIS Aupio
PHONE: +1 305 944 4448

FL; OrRLANDO, MAGIC AuDIO
PHONE: +1 407 649 6402

GA; NoRrCROSS, NATIONAL SounD & VioEo
PHONE: +1 770 447 0101

IL; NORTHFIELD, GAND MuSIC & Sound
PHONE: +1 B14 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; CarroLron, OzARK Pro AuDio
PHONE: +1 660 542 0844

NJ; EnGewarer, K & A Aupio
PHONE: +1 201 945 3313

NV; REno, STARSOUND AUuDIO INC.
PHONE: +1 702 331 1010

NY; New Yorx, DaLe Pro Aubio
PHONE: +1 212 475 1124

NY; New York, MANNY'S Music
PHONE: +1 212819 0576

NY; New Yorx, Sam Asw Pro
PHONE: +1 212 586 1100

OH; CincinnaTy, ICB Auoio Co,
PHONE: +1 513 7725173

PA; BRYN Mawr, MeoLey 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, STupio Teck Supply
PHONE: +1 214 358 0050

WA; Otympia, Bavview Pro Aupio
PHONE: +1 360 753 3862

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

TC ELECTRONIC INC

742-A HAMPSHIRE ROAD
WESTLAKE VILLAGE CA 91361 USA
PHONE: (805) 373 1828 - FAX: (805) 379 2648
INFOUS@DYNAUDIOACOUSTICS.COM
WWW.DYNAUDIOACOUSTICS.COM




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 qudio - if it's there you will know it !

*®

A
D A‘ " B/
NEARFIELD MONITOR

The BMB6A delivers a punchy, accurate 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.

e Linear phase and frequency response, 41Hz - 21kHz
e Dynamic linearity, same response at low and high levels
e 28mm soft dome tweeter with long aluminium vuicecoil

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

o Bi-amplified (Dual 100W amp)
o Adjustable LF and HF trim

o Slow attack optical HF limiter
o 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

dynaudi

IFIT'S THERE - YOU'LL KNOW IT

=

TRE BIG PICTURE

coustics
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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™ 3D effects :

O 8 24-bit analog outs w/ EQ; 2 S/PDIF outs; R-|

~ O 4 SRX expansion slots and 4 SR-JV80 e

(OO SmartMedia* patch and sample stor:

O Built-in SCSI and word clock inpu

O New Matrix Modulation

World Radio History




OThe Ultimate.

VALUE
2B
DEC |
K [2Roland
> »/-5080] synthesizer/Sample Playhack Module

www.rolandus.coim Faxback Information: {323) 890-3780 doc. #10419

*SmartMedia is a trademark of Toshiba Gorporation,  Akai 1S a registered trademark of Akai Electric Co., Ltd.

CIRCLE 43 ON FREE INFO CARD
World Radio History
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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
PowerBooks 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 [ want
one and don't even need it! The only snag is
the lack of analog 1/0 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 sporfing 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 o personal compufer.

Special notes: (ompanies such as BitHeads, Steinberg, MOTU, and others are promising muli-processor support soon.
Shipping: Now
Suggested retail price:  Depends on configuration; prices for stock factory configurations start at $2,499.
Contact: For more information contact Apple Computers at 800-692-7753 or visit www.opple.com.
Circle £Q free lit. #101.
OTHER HIGHLIGHTS sequencers that respond to mouse or au-

* 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

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 PCl-based
Solo Expander 8x8 1/0 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.  E@




Clean up
muday
bass with

$ . , we

- Technology
" Only from EV!

3 “ - Other microphones have bass that's downright fitthy. —
Ig Yo% .3 They simply can't compare to [ IN/IDYM® microphones |

\ 1 with EV's new Vocally-Optimized Bass (VOB") Technology.
‘ g ~ VOB" gives musicians and sound engineers clear vocals to \

.

i ¢ = “cut through the mix" and deliver spotless sound. '

"% VOB" Technology is only available in G2 N/IDYM® microphones.
"~ With three VOB ™ models to choose from (N/D767, N/D267 and
N/D478), you'll find the perfect vocal or universal micraphone for
squeaky-clean bass and genuine sound.

EVERYWHERE
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Kind Of Loud Technologies
SmartCode 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 0f Loud Technologies SmartCode Pro Plug-In

What is it? A plug in for Digidesign Pro Tools fhat faclifates surround sound mixing ond encoding for
Dolby Digital and DTS surround formats.
Who needs it? Anyone who wants fo create a 5.1 mix in Pro Tools and burn a surround-encoded CD or VD,

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

Special notes: SmariCode Pro/DTS (D-Only provides an alternative fo those who wish fo burn only DTS
ﬂmoindronmdad(bs.

Shipping: 04, 2000.

Suggested retail price: _ SmariCode Pro/ Dolby Digital: $995; SmarfCode Pro/DTS DVD/CD: S1,995, SmarfCode Pro/0TS
(D-Only, TBA

Contact: For more_information, contact Kind Of Loud Technologies ot 831-466-3737 or visi

www.kindofloud.com. Circle EQ free lit. #102.

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

decoded version of the bit stream file —
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.

track to its corre-
sponding surround
channel. The track
configuration editor
defaults to left, right,
center, low-frequen- B Sy
cy, left-surround, T
and right-surround 37304, € K, 5)
channels (this is cur- AR (kg
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
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HDR24/%. MACKIE’S NEW 24 TRACK RECORDER.

WORKS WITH ANY MIXER. NO EXTRA

COMPUTER OR SOFTWARE NEEDED.
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HDR24/9%6 editing features include:

8 takes per track with nondestructive comping, nondestruc-
tive cut/copy/ paste of tracks, regions or super-regiuns,
drag and-drop fades & crossfades, Ix/2x/4x/8x/24x wave-
form views, bidirectional cursor
scrub and unlimited locators
and toops. ... with unlimited
undos — but without requiring
s  an external computer! Coming
soon: DIP time compression/
expansion, true wavetorm editing with pencil tool, invert,
pitch shift, normalize and much, much more.
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© 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 PDE* 96 1/0

* Digital 8 *Bus I/0 cards — mix and match!

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

* Fast Ethernet port built-in

* Remotes available.

* 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 HDR24/9% is the
only recorder with built-in
nondestructive graphic wave-
form editing. Just plug in a
mouse, keyboard and SVGA
monijtor 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 fade/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/%6.
Shipping soon from
Mackie Digital Systems.
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Apogee Electronics Trak2
reamplifier/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 Trak2’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/fine preomp with integral analog-to-digital conversion.

Who needs it?
a digitol recorder.

Any studio requiring high-quality mic preamplification and A/D conversion o a front end for

Why is it a big deal? Trok?2 features Apogee's renowned conversion fechnology in addifion to high-quality mic pres.

Special notes: The Trak2 accommodates Apogee’s AMBus expansion cards, making it able fo inferface with
a variety of digital oudio protocols.
Shipping: September, 2000.

Suggested retail price: $3,995

Contact:
Circle EQ free lit. #103.

For more information contact Apogee at 310-915-1000 or visit www.apogeedigital.com.
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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. Qutput sample rates
of 44.1, 48, 88.2, and 96 kHz are 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.

Apogec 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
jack 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/0
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®

s oy~ U ywr spevT prass=
ike ™Y (Noost of M logare MY Ty ot O30 g Gy ¢
chaint Comple* & ips 1M B 32 m)
ie . i len Exp\ofe
a not 1k at o /eqs.htm onnectors
pilites & = o rane-cc
rnative LifestV!®  iing
vior ?“:er-P ced SO DJ {?f m
[ . (o) p a e <
est ed O 0 musict sturdy 1 like
Nogh""an 'T{‘:)‘; deservm\% 1 acCuTat;’n Will _ien me- !
ant™e ove TR, UM 07 ojo WOLTT neaVy  cars 20
,, 'm 20907 L ot MY £ ° a nes,
nigh” and 8 gur Jailable phones: |
ke wide rang® improV ics 2 me.h want mt
a ut and tweak T /mO]OhO pairs a
Y Ce ﬁandle www.f back.
him Seeklng v DE seen af' ep a genﬂe 3aCk

ANE) MO)O

SERIES™

Rane — Personal Preference

Mukilteo, Washington USA tel 425-355-6000
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Bass Management
for Surround Sound

It's common knowledge that effective multi-channel monitoring requires
accurate reproduction of low-frequency energy. Traditionally, 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 Technologies’
StudioComm 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_____
TECHNSLOGIES
INC.
5520 West Touhy Avenue, Skokie, IL 60077 U.S.A.
(847) 676-9177 Fax (847) 982-0747 www.studio-tech.com

CIRCLE 72 ON FREE INFO CARD
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At SEK’D we take audio pr ion to an extreme. Perhaps our graphics may not
be the coolest looking in the ihdustry. However we are always looking to the
future and have put our research and development dollars into implementing
serious audio production toels and building ultra high quality sounding
(transparent) software
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a high-end yet affordable DVD-A preparatlon
solution, Sa 4

til now the audio experience has been going

through a -A is truly a revolution. From the ultra high-
density 2 ¢ eC to the 24 bit/96 kHz 5.1 surround sound
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Red Roaster

ng. Designed A high-resolution, precision mastering and CD

¢ burning tool for the meticulous mastering
engineer dedicated to quality.

Samplitude Studio
Muiti track, midi, mlxmg and ed
for discerning
serious about
production v

or a free, 14 day, Tullaudifign of any of our Digital Audio Workstations,

-

please go to www.sekd. conﬁp*r more information call (800) 330-7753.
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No compromise sound cards
SEK’D sound cards are made in Germany to the stringeng#specifications of
SEK’D’s high standards. All cards feature ultra low jiter*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.

k4

Prodif 96 Pro Prodif Plus ¢

- 24 bit/96 kHz AES/EBU, SPDIF and Optical - 24 bit/96 kHz AES/EBU, SPDIF
digital I/0. and Optical /0. o )

- 20 bit/96 kHz analogue /0. - 20 bit/96 kHz a

- Word clock in. - ADAT 8 chanr

- ADAT 8 channel lightpipe 1/0. o 1 of 2 car

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

Siena )
- 8 channel 24 bit/96 kHz analogue u!o. !
- 2 independent MIDI I/O ports. -
- Multiple cards can be used with singlg

- Zero latency monitoring of analogh

and outputs. ‘

- Windows compatible.

, -
| "
SEK’D products are now available at:
[oru s
> : d =
www.sweetwater.com www.fullcompass.com Precision
(800) 222-4700 (800) 356-5844 German Technology
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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-
ly Zack 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 Bam-Zoom! records in the U.S. and
Bandai in Japan); tracks from Pawn
Shop may be heard on the Web at
\ cheetz.com or WWme3
Ieff 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 [3]; TASCAM 202 MK III cassette
deck, CDRW 5000 (CD recorder), and
DA30 MK Il 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 PREAMPS: Aphex 107 Tubessence
mic pre

om/jeffsc 119-,;/

SAMPLERS/KEYBOARDS /MIDI MODULES: Gui-
tar synth with Roland GK-2A pickup
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 A/D converter
seems to make everything sound bet-
ter. [ use it on the front end of every-
thing I can.”

PRODUCTION NOTES: “One of the main
things I've learned about getting good
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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.”
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Frankies Hideaway

A multi-room
hideaway in the wilds
of North Hollywood

BY STEVE LA CERRA

STUDIO NAME: Frankie’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 Wam-
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 Gyra, Mike Stern, Chuck
Loeb, Larry Coryell, and Electric Light Or-
chestra. Upcoming projects at Frankie's
Hideaway include the next Dave Weckl
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 NS10M, Alesis M1

RECORDERS: Alesis ADAT XT [5] with BRC, Stud-
er A827 24-track two-inch available on re-
quest, HHB 850 CD Recorder, Panasonic
3700 DAT, Denon DTR2000 DAT, DN770R
dual cassette, and DCD520

OUTBOARD: ART tube parametric equalizer
[6] and Pro VLA 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 9011 [3]; Roland SRV 2000 digi-
tal reverb, Lexicon PCM 91

MICROPHONES: Neumann U 47 Fet, AKG Solid
Tube, C414 TLII, 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]

MIC PREAMPS: Neve 33115 preamp and EQ (2],
Avalon M5, Cal Rec PQ15 preamp/EQ (2],
Manley Dual Mono preamp, Summit/Neve
Element 78 MPE-200 mic pre/EQ, TL Audio

Dual Valve mic pre, ART Pro MPA tube mic
pre [6]

SAMPLERS /SYNTHS /MIDI GEAR: AudioControl In-
dustries PCA200 Low Frequency Synth,
Akai CD3000 Sample Player, Alesis D4
Drum Module

STUDIO NOTES: 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 rooms have
audio snakes and video camera ties to the
control room. The studio is always in the
process of upgrading equipment, and we
have along-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. Ifs no accident we're the

world leader in MIDI.
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USB MIDISPORT 2x2 - 2 in/ 2 out MIDI interfoce.

-y

USB MIDISPORT 1x1 - 1 in/ 1 out MIDI interfoce.

Leading the MIDI World.

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

800-969-6434 « WWW.MIDIMAN.COM « EMAIL: INFO@MIDIMAN.COM
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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 chesen 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 fime 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.

DELTA 10I0°

Powi
.

DELTA 1010 : 10 in/ 10 out PCl digital recording system.

LXE-TA LI - B

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

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

AL 1 CD

Make music better.

The Detta product line, which features full 24 b /96kHz operation, has heen painstakingly tested so as to provide optimal ' N'r ﬂ
performance with the finest software programs avallable today. We are proud to offer the tollowing driver support, 9 | :
— 1 S|l © e e [

l=u

800-778-3241 « WWW.M-AUDIO.COM & EMAIL: INFO@M-AUDIO.COM
CIRCLE 26 ON FREE INFO CARD



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 CHARACTERISTICS: 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 103

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. E®
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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. 1t 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 alot 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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master tape. It was a lot more nuts and
bolts. You’d always think, “How do | 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 arecord 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 VJ’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.?

1 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

| found out that the average
new release is selling some-
thing like 800 copies. While
you've got these spectacular
gross fiqures and a few fitles
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 [Hz] was sent
back for another mix.

So what | was
doing was cutting
these acetates. We
would cut a33 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.

SEPTEMEBER 2 000

| was doing mastering there until
about 1968, and then | got moved into
the studio because 1 had a background
in music. So from that point on | was do-
ing vocals, strings, horns, rhythm dates,
the whole bit. | 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 |
am starting to find signs that a lot of new
recordings are not selling. 1 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.

1 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



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 masteringl. 1 average a couple of
mastering jobs a year where I can’t do
anythingto 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, flirst, do no harm. 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
sltuation and experience that I have. ]
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 1 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 doingon 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 maglc
coming out of a loudspeaker. To me,
that is the key to the whole thing. Do
everythlng you can to gel 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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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;
Jfrom George Martin to Chris Thomas -
all the way to Steve Churchyard. Church-
yard’s engineering career actually got its
start in the early ’70s at a 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 carger.”
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 INXS. In the ’90s, Church-
yard relocated to Los Angeles, where e
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
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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 mics?

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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“As a producer, it's my
job to make the artist’s
dream a reality and
actually make it better

than the dream.”

to the sound. For snare drum, a [Shure
SM]57 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, M50’s, U47’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

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, ju_t 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 mics?

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'mm not getting
loads and loads of snare drum leakage.

The most important thing of all is
phase. You've used a lot of mics 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 druin
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 mics. 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 mics 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 1
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 Dl 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 (o 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 '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 mics.

What's your approach to recording
acoustic guitar?

That can be really tricky. 1 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, I might try some-
thing more like a tube 47 ora '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, ora 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 sesslon, I'l]
sce 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 started out at Orange, the
board was all-tube, so I guess you get
used (o a certain sound, that analog
sound. Digital is definitely an acquired
laste, 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 ne 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 fo 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 1 said
“Okay, I'll cut the tape.” And the look
of horror on everyone's face — it was
hilarious.

Once, when | 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 | 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 — [ 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 Simmon’s Vocal Magic

Want your vocal tracks
to sound their best? Try
working backwards. . ..

BY BOBBY OWSINSKI

Ifyou'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

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, 1 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 1
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 1 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.1'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

of mixing to a new level. And
while his method may not be
as traditional as man