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How can the 016 be so affordable, yet so invaluable? The 016 can record, mix, master and burn your CD* yet 
it’s portable enough to bring to any session or gig. And its improved Version 2.0 software delivers new features 
based on 016 users’ suggestions, like the ability to backup to CDR/CDRW media, an MIC slave mode and 
.WAV file import/export. With the touch of a screen, you have access to a complete studio, making this the 
easiest-to-use recorder on the market. Talk is cheap. So check out the improved 016, with its new low price at 
yOUr local Korg dealer today. 4 24/16 bit recording - no data compression! 

4 Up to 8 track recording/!6 track playback 

4 TouchView™ touchscreen display 

4 44-bit effects including 8 insert, 2 master and 1 final effect 

•> REMS modeling effects (mic, amp, speaker & effects modeling) 

4 215 PCM drum patterns 

♦ Built-in SCSI lor recording/backup to external drives 

4 Built-in tuner and mic 

4 Direct CDR/CDRW burning *(CD recorder required) 

UÍ1 D K €2000 Korg USA, For the Koî dealer naartst you: rBOO) 335-0000. 
HU Bill For more info via faxbuck: (531) 393-8030 Oos # 4103. www.korg.com 

Cheap, yet priceless 

Already own a D16? Download OS V2 @ korg.com 
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 " ñgure are registered trademarks of Mackie Designs. FR Series

1 ** PPM Series™ and EMAC are trademarks of Mackie Designs Inc. No small animals uere stunned in the making of this advert. 

MACKIE 

CD O C D 
O D c ° 

Very accurately 
It: 

800.258.6883 • www.mackie.coni 
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Hook up our oew SHO015“ 
2-way loudspeakers lo a 

PPM 808$ powered 
mixer. Then prepare 
lo level loll huntings 
8 sloe small animals 

The »10 2 Way 
Shaker System features: 

60Hz-20kHz response =3dB • 127dB peak output 
•lOldR sensitivity (lW@!m) • 75°x£0° dispersion pattern 

• RCFPrecision ™ 1.75” Titanium compression driver with 3-s.lot, 
optimized geometry phase plug • RCF Precision'" 15-incn LF 
transducer with Inside/Outside voice coil for enhanced thermal 
protection • Pnase-accurate low-impedance crossover • Inde¬ 
pendent active electronic HFp rotection circuitry and separate 
LF breaker protection • 16-ply Baltic Birch trap enclosure 
• Rugged resin endcaps • Weight-balanced, cast aluminum suie 
handles • Top and bottom handles for easy positioning. • Polymer-
coated, perforated steel grille • Parallel Speakon® end 1A " inputs 
• 8-ohm nominal impedance • 500-watt peak power handling 

The PPM 800S ProlKs onal Powered Mixer has: 8 mic preamps 
• 6 mono line Inputs • 2 stereo line inputs • True stereo 
graphic equalizer on mains; graphic eqaalizer or, monitor output 
• 3Û0+300W into 8 ohms • 450+450Winto 4 ohms • iOfMWW 
into 2 ohms • stereo or mono output 

All live PPM mixer models ioclode: The best mic preamps of any 
powered mixer • EMA C"' 32-bit digital effects with dual param¬ 
eter controls and EFX Wide circuit • 9-band ultra-low distortion 
graphic equalizers on main & monitor • 75Hz low cutfi tters 
• Dual FR Series'" high-current power amplifiers »Channel 
trims with way-cool level-set LEDs • External EEX loop • EFX 
footswitch jack • Soft knee compressor • Power amv routing 
switch • Channel inserts on mono channels • Smooth, musical 
Machie 3-band EQ on every channel (8GHZ, 2.5kHz, 12kHz, 
• Separate monitor send control • Rugged composite-molded case 

IS 

I irst we developed the definitive 
PPM Series™ line of professional¬ 
quality powered mixers. Serious 
high-current output with full-size 
rear-panel heat exchangers. 
Natural-sounding 32-bit digital 

effects. Classic high-headroom, low-noise 
Mackie mic preamps. Loads of extra features. 

Now we’ve created a speaker system that 
thrives on all that power and accuracy. 

The S500 fifteen-inch two-way. 
They can crank up to 127 dBs peak SPL 

with tight bass, non-fatiguing midrange and 
crisp clean high end. Their wide 75° x 60° dis¬ 
persion pattern means everybody in the audi¬ 
ence hears the same thing — and probably 
likes it... if you’re rehearsed enough. 

And they’re built to withstand years of 
rough-and-tumble 3 a.m load-outs. 

To learn more about the killer 3-piece 
S500 / PPM 808S kombo, contact us or 
get a demo at your nearest Mackie dealer. 



“When inspiration strikes 

the most important thing is to 

ca ptu re it 
before it’s gone. And this is by far 

the most innovative tool to achieve that goal.” 

Billy and Bobby Alessi 

Soul, Creativity, 



Take your inspiration with you 

SmartMedia is a trademark of Toshiba Corporation. ©2001 Samson 

The Alessi Brothers. From hit songs, commercials and soundtracks performed 
and recorded by Elton John, Whitney Houston, Peter Frampton, B. B. King and more, 
their music is listened to throughout the world. 

And because they know inspiration can strike at anytime, the Alessis carry the new 
Zoom Palmtop Studio with them wherever they go. 

The PS-02 is a multitrack digital recorder with on-board multi-effects and 200 bass 
and drum patterns. It even has a buüt-in mic for recording vocals and acoustic instru¬ 
ments. And it uses the latest SmartMedia technology to capture every nuance of your 
recording with digital accuracy. 

So if you want to start turning your ideas into reality, do what Billy and Bobby do. Get 
the new Palmtop Studio from Zoom and take your inspiration with you. 

To find out more about the Alessi Brothers visit www.alessibros.com. And be sure to 
listen to the Alessi Brothers’ PS-02 demo at www.samsontech.com. 

Emotion. 
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Dear Santa 
As I write this, we’re just about to swing into the annual year-end hol¬ 
iday season; Thanksgiving, Hanukkah, Christmas, New Year's Eve — 
they’re upon us once again. Traditionally, this is a time of year when 
we take stock of where we're at and where we want to be, start plan¬ 
ning and hoping for the new year, and so on. With that in mind, here’s 
a few of my holiday hopes for this year: 

• You’ll never catch me hoping for technological advances to slow 
down or stop, but I do hope that, in the coming year, new technolo¬ 
gies can be introduced and absorbed by users in a more pain-free man¬ 
ner. Wouldn’t it be nice if all upgrades went smoothly? If there were no 
backward compatibility problems? If you could just plug new gear in 
and it worked with your old gear without any difficulties? 

• Speaking of technical advances, is there any hope that sample 
rates and bit resolutions will settle down in the coming year? We now 
have plenty of choices as to which to use, and it appears that the sit¬ 
uation will get even more complex with DSD-based products begin¬ 
ning to put in appearances. It would be nice to know, if even for the 
briefest of instants, which of these choices would be the best one to 
commit to. 

• While I'm a fan of software modeling of hardware gear, and of 
plug-ins that “replace" hardware, I can’t help but wish that more ef¬ 
fort would be put into developing unique, innovative processing, 
whether modeled, hardware, or software. Products such as the Au¬ 
dio Ease Nautilus bundle (reviewed on page 108 of this issue), 
Digidesign’s Bruno and Reso, and Native Instruments’ Spektral De¬ 
lay (see the First Look on page 28) are excellent for those of us look¬ 
ing for new sonic possibilities. Surely there’s room for even more in¬ 
novation as software, computers, and technology continue to advance. 
While it’s cool to re-create and re-introduce the past, let’s also keep 
an eye toward the new and the groundbreaking. 

• I hope that the powers-that-be behind surround sound technolo¬ 
gies are able to reach some agreements on standardizing various as¬ 
pects of production. Right now, there are too many formats, delivery 
mediums, and vague “specs” — a real effort to make things easy and 
straightforward for engineers to deal with could lead to a big boost in 
surround acceptance. 

• My biggest wish is for more music to made from 
the hearts and souls of musicians, producers, and 
engineers, and less from the minds and wallets of 
business people. There's nothing wrong with “com¬ 
mercial" music, or with making money with music 
— but the idealist in me always hopes for an in¬ 
crease in music created and released pure¬ 
ly for the sake of the music. 

Enjoy the holidays, and best wishes 
to you for a happy, safe, prosperous, 
and success-filled New Year from the 
entire EQ staff! 

—Mitch Gallagher 
mgallagher@uemedia. com 
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Austrian brilliance 
h 

What all studio » 

i 

The new C2000B side address condenser micro¬ 

phone gives you large diaphragm clarity at a 

price that can only be categorized as amazing. 

See your local AKG retailer to hear what we mean. 

Ha Harman International Company 

?! 

AKG Acoustics, U.S. 1449 Donelson Pike Nashville. TN 37217 Phone:(615) 360-0499 
Fax: (615) 360-0275 E-mail: akgusa@harman.com www.akg-acoustics.com 
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New Creativity and Editing Tools 
Enhanced MIDI, automatic beat detection and single-click navigation 



Total Session Portability 
Take Pro Tools sessions between studios and keep all data intact 

I More Processing Power and Flexibility 
Host processing on TDM systems plus improved DSP efficiency 

Expanded Control Surface Options 
More ProControl channels and new dedicated edit controller 

www.digidesign.com/protools 

The Power of True Integration 
1.800.333.213 858 

9/00. Digidesign, ProControl and Pro Tools are trademarks or registered trademarks of Avid Technology, Inc, or its subsidiaries or divisions. 

All trademarks are the property of their respective holders. All features and specifications subject to change without notice. 

digidesign 

A division of Avid 
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LETTERS TOGO 

8SIIND THE ECRIE FACADE MARILYN MANSON'S RECORDING 

TECHNIQUES REVEAL HOW HE ACHIEVES HIS UNIQUE SOUND. 

THE BIG THREE 
I never do this, but I think this is important. 
The September issue of EQ was great! This 
magazine has grabbed and held onto the 
most knowledgeable and eloquent writers 
in the industry. 

Item one: If the FezGuys ask you for a 
doubling of salary, pay it. 

Item two: Please tell Roger Nichols to keep 
writing thrillers—I love stories from the trench¬ 
es. Especially when they end well (albeit ex¬ 
pensively) for the guys in the white hats. 

Item three: Al Kooper’s “been there" and 
"done that" — he’s an inspiration, every time. 

Tom Hitt 
Cycling Troll Recording Studio 

[Ed. note to FezGuys: Don't even think 
about it.] 

PORN VS. PRO 
I am sending this email because f was se¬ 
riously offended by an advertisement 
placed by EMTEC. I read your magazine 
as a professional to understand new 
trends in the world of recording. Not to get 
pornography shoved in my face. There are 
other magazines that can fulfill that role. 

Would you please keep EQ magazine 
professional? I ready enjoy your magazine 
and want to continue my subscription. 

Jeff Stuber 
via email 

WORLD-CLASS 
Great mag! I’ve been an [competitor’s name 
deleted because we're nice guys] subscriber 
for years, but I think your product blows the 
competition away. What I like in particular is 

“PLEASE! IF MY MOTHER HAD RECORDED JIMI HENDRIX THROUGH A TOASTER, IT 
WOULD STILL HAVE BEEN JIMI HENDRIX.” 

- TERENEE SLEMMONS, SLEMMONS MUSIE SERVICES 
the emphasis on the recording process (and 
your engineers/producers seem world¬ 
class). I have just ordered my first sub¬ 
scription. Please keep up the good work! 

I could do without the pictures of half-
naked ladies in your advertisements, though! 

Ken Schleimer 
via email 

OLD STYLE 
EQ is my favorite magazine. I have been 
reading it since its first issue. Please con¬ 
sider me a loyal fan. I noticed that you 
changed the design last month. I preferred 
the old style; it was easier to read. 

Jan Stevens 
via email 

HE LIKES IT 
Incredibly, I somehow let my subscription to 
EQ lapse, so I didn't get the October issue 
until I picked it up off the newsstand today. 

Wow! What an accomplishment. The new 
design is so fresh and uptown, more like a 
general interest book than a trade journal. I 
always thought EQ looked better than most 
books (especially the horrifying [competitor's 
name deleted because we're really nice 
guys], the less said about which the better). 
But this just tears the roof off the sucker. 

You must be getting plenty of acco¬ 
lades, but let me heap on another. 

Jim 
via email 

THANKS FOR NOTICING, NO 
APOLOGY NECESSARY 
The November issue just arrived. My issues 
used to arrive in the middle of the month. I 
apologize for not complimenting you soon¬ 
er about noticing that a bunch of people 
must have worked really hard to get it pub¬ 
lished and delivered at the beginning of the 
month, now. Great work. 

But I’m really writing to say that I am not 
offended by the BASF advertisement, in 
case you’re keeping score. 

Bill Fosbury 
via email 

CONTROL ROOM READING 
I’ve been a subscriber to EQfor at least five 

you really tear it down and use it in real-world 
situations instead of just promoting it based 
on its name recognition. 

I enjoy your magazine so much that I am 
constantly referring back to past issues. I 
even keep them proudly displayed in my 
control room, where my clients can browse 
through them. 

This is where the problem lies. I’m fortu¬ 
nate to have a very diverse clientele. Even so, 
I have never had to worry about anyone read¬ 
ing or seeing anything in your magazine that 
would be offensive until the last couple issues. 
The current BASF ad is pornographic. If I 
wanted to look at pictures of nude women, 
I would pick up a copy of Playboy. I don’t 
keep Playboy mags in my control room for 
many reasons. Now I feel that I have to re¬ 
move some of my EQ mags in order to keep 
from offending any of my studio’s clientele. 
I’m seriously considering canceling my sub¬ 
scription if the ad is not pulled. 

On a similar note...I’m sure there are 
many people that are fascinated with Mar¬ 
ilyn Manson — I am most definitely not! 
There are enough highly talented, artistic, 
forward-thinking musicians, engineers, 
and producers out there besides Manson 
and the people that work on his music. Put 
someone else on your front cover. 

I may seem prudish to you but, whether I am 
or not, I have always enjoyed your magazine 
because every page in it was devoted com¬ 
pletely to something that I have always been 
very fascinated with and passionate about. I 
never had to worry about pornography or the 
occult, I could pick up your magazine, dedi¬ 
cated to music, and read it cover to cover. 

There’s enough garbage out there in 
print. Keep it out of your magazine! 

Matt Barclay 
via email 

[Per your demand, we've put someone 
else on the cover this month. And yes, 
we 've long suspected that Mitch Gallagher 
and Hugh Hefner are one and the same.] 

MY MOM IS A BETTER 
ENGINEER THAN YOUR MOM 
Please! If my mother had recorded Jimi Hen¬ 
drix through a toaster, it would still have been 
Jimi Hendrix. Mr. Kramer and Mr. Kolotkin 

years and I’ve learned a great deal about 
recording and mixing techniques, the busi¬ 
ness of music, and what new gear is hot and 
what’s not. I enjoy reading interviews with 
other engineers and producers to see how 
they approach getting a certain sound. 
When you review a product, it seems that 

need some perspective [see "Whodunnit" in 
Letters, October ’00], They would be noth¬ 
ing without the artists who really make the 
music. Their cat fight is annoying at best. 

Terence Slemmons 
Slemmons Music Services, Inc 

www.slemmons.com 
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Apogee Digital 

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

Eight channels of the highest quality conversion. 
Multiple optional interfaces including Pro Tools, 
ADAT, TDIE SDIF-II, SSL, AES/EBU. Optional video sync. 
And an incredible sound. At your authorized dealer. 

Apogee’s AD-8OOO. 
Enhanced AD-8OOO Special Edition also available. 

“Everything I do in the studio goes 
through Apogee AD-8OOOS. 

It just doesn’t make sense 
not to use them.” 

Independent scoring mixer ALAN MEYERSON 

works with leading film music composers including 

Academy Award® winner HANS ZlMMER. 

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

maintain the highest audio quality for the music of such 

major motion pictures as Gladiator, The Thin Red Line, 

End of Days and The Road to El Dorado. 

mt media ventures 

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

[ELECTRONICS 
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ONTHGBOARDS 

MIXING DISTORTED GUITAR 
I’m having trouble getting a distorted gui¬ 
tar to “sit" in a mix. The amp is a modified 
Marshall 1OO-watt head through a 4x12 
cab close-miked with an SM57, using a 
humbucker-equipped guitar. It's set loud, 
with bottom-endy EQ and a fair amount of 
distortion. 

When I take low-mids out at the amp, 
the sound is too bright and edgy. If I turn 
the distortion down to take off the edge, 
I lose the tone I’m trying to capture. 

If I just track it as it is and then try to EQ 
at the mixing stage, the guitar just 
sounds pathetic — again, no warmth at 
all. Furthermore, when I try to add more 
fader, it just seems to cloud up the mix; 
if I use less fader, the entire mix loses be¬ 
cause there's no guitar. 

—mriley 

Try putting the speaker cabinet up on a 
road case or a chair — get it off the floor. 
Now that you can hear it, get the tone you 
want in the room. Now record it. 

Equalizers, except when used in small 
amounts by people that are adept at us¬ 
ing them, are evil. Avoid them. 

Mind the relationship of the guitar to the 
other instruments — they all have to work 
and play nicely or it ain't gonna work. Is 
the bass interfering with the guitar? Is 
there a keyboard playing in the same area 
as the guitar? 

One of my favorite “stupid pet tricks” 
for giant guitar sounds is to record an am¬ 
bience mic with each guitar track. Put a 
“ducker" on the ambience track that’s 
keyed off the lead vocal (and any other 
important vocal event), so when the 
singer sings, the guitars get a smidge 
smaller, and when the singer shuts up, 
the guitars rule. 

—Fletcher 

Sometimes you can get those guitars to 
work by using what I used to call the 
hockey sticks: Grab the high-pass fil¬ 
ter knob and find out by sweeping it 
where the nalgas lies in the sound. You 
know, turn the knob to the right until you 

feel the sound wilt a bit, then go back 
a tad so the power returns. Compen¬ 
sate a bit with some low shelf if it seems 
necessary. 

If you want “absolutely huge,” I find 
automation very helpful. I give the 
faders a little push when the notes end 
and you feel the cabinet thump. That 
way you get that giant hit at the end of 
the notes, which tells the listener just 
how antisocial your guitar player is, and 
settle it back into music mode while the 
groove carries on. This is especially cool 
when you have some bus compression 
on the mix. 

—whynot 

SDRAM 
I was reading some specs, and I found 
SDRAM of 100 MHz and of 133 MHz. What 
is this frequency? Is it a property of the 
memory or a property of the motherboard? 

—tzouras 

Those are motherboard speeds. New PC 
motherboards run at 133 MHz and all new 
Macs run at 100 MHz Bus speed. 

—David Fran g ion i 

If I buy a new motherboard that has a fre¬ 
quency of 133 MHz, can I use the SDRAM 
chips that I was using on my old 100 MHz 
motherboard? 

—tzouras 

Yes, you can still use PC 100 on a mother¬ 
board that supports PC133; you just won’t 
see the benefits. It's not recommended to 
mix PC 100 and PC 133. 

—Randyland 

Also, there are more than two types of 
SDRAM — make sure that whatever 
you're using is the same in all banks, ide¬ 
ally from the same manufacturer. 

—Quin 

How about when you “overclock” your 
motherboard? Does this speed up your 
busses? 

—caiv 

WEBLIIMK 
Have a question you’d like answered? 
Visit Roger Nichols, George Massenburg, 
Ed Cherney, AI Kooper, and David 
Frangioni online at wwiu.eqmaq.com. 

This is a confusing subject, as all moth¬ 
erboards are different; CPU, bus speed, 
BIOS, make, model, etc. all play into 
what can be overclocked and what can’t. 

On the new jumper-less mother¬ 
boards, when the CPU is overclocked, 
the bus typically follows the increase. On 
older motherboards that have physical 
jumper settings, you can overclock just 
the CPU, leaving the bus speed the 
same. However, many times a combi¬ 
nation that overclocks both the CPU and 
bus offers the fastest performance. 

Keep in mind that, when you over-
clock, you’re requiring components to 
perform outside their ratings. I do not 
recommend overclocking; problems 
may include, but aren’t limited to, se¬ 
vere temperature increase, system un¬ 
reliability, and overall instability. In many 
instances, the best option is a new CPU 
and/or motherboard. 

—David Frangioni 

MIXING STYLE 
Does your mixing style vary for a ballad 
versus an up-tempo song? If the answer 
is yes, how? 

—Swede 

Good question. Never really thought 
much about that up to now. I suppose 
that since I use less, and different, re¬ 
verb overall these days, the differences 
in approach to a mix are fewer. I still in¬ 
variably start with a fast rough mix of 
everything that leads me to an idea of 
where to put the lead vocal. I then do a 
lot of the finishing on the lead before 
tweaking, say, drums. Unless there’s a 
special instrument, or an instrumental 
lead, I’ll approach it the same for just 
about everything I do. 

But now that you mention it, mixing for 
5.1 requires a different approach. I’m still 
learning what works, so I’ll spend a tot of 
time putting instruments up, processing 
them, and finding some kind of cool 
space or placement for them. Then work 
with the lead, then go back and mix the 
track. 

—George Massenburg 
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We want to help you have fun halting Müsîcf 

Nothing feels better than having a fine-tuned 

studio that responds instantly to your every 

creative whim. We know. We’ve helped over 

200,000 musicians and audio professionals build 

recording and PA systems specifically focused 

around their needs. You see, we’re not in the 

business of pushing boxes out the door. We go 

the extra mile with professional advice and infor¬ 

mative publications to make sure that your gear is 

the best possible solution for your situation. 

800.222.4700 
www.sweetwater.com 

Give us a call today and find out how 
fun making music can really be. 

Sweetwater 
music technology direct 

(219) 432-8176 • FAX (219) 432-1758 • sales@sweetwater.com • 5335 Bass Road • Fort Wayne, IN 46808 
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CT PAIR. 

TRUTH B2O31. 
The new BEHRINGER ’TRUTH B2031 active nearfield monitor. 

Sold in matched pairs. More information at: www.behringer.com/truth 

ujuuuu.behnngef.com 

BEHRINGER 

JUST LISTEN 

Fax: 
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Fax: 
Fax: 
Fax: 

Tel.: +1 902 860 2677 
Tel.: +49 2154 920 666 
Tel.: +81 3 528 228 95 
Tel.: +65 542 9313 
Tel.: +1 425 672 0816 
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Email: support.jp@behringer de 
Email: support@behringer.com.sg 
Email: support@behringer.com 
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+1 425 673 7647 
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PRODUCT views 
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Hold Your Fie 

Somewhere In Between 
When T he Seasons Change 

THE PRODUCT: Trident-MTA 
THE BASICS:: Dual channel strip from the 
Trident A series 
THE DETAILS: The vintage Trident A series 
console is still revered by many profes¬ 
sional engineers for its memorable 
design and sound. Now it’s been pre¬ 
served and authentically recreated in a 
modern package, suitable for the digital 
studio. Features include a transformer 
mic preamp with the original switched 
input gain control, a set of three high 
pass and three low pass filters — all dis¬ 
crete Class A — classic inductive EQ, 
and an output gain control that ranges 
up to a peak output of +28 dB. 
CONTACT: JoeMeek at 310-373-9129 or 
www.pmiaudio.com Circle EQ 
free lit. #103. 

A Dream 0» Three wav 
Dance Mrx.M3J 

Hgher Grc*nd m»i3 
Heid Your Fite wma 
Meiow Tur.e8.PLS 
Perfect Void mp3 
RedVekw Shoe; wav 
Riming On The Redne- wav 
Somewhere In Between mp3 
When The Season; Chanoe.wma 

Kathy Soeur 
Juanta Madia 

1 Perfect World 
2 Hold You Fire 
3 SonwAere In 
4 When The Seeiom Change 

5 Burnt On The Redlne 
8 A Dream Of Three 

THE PRODUCT: Omnirax Synergy SR100 
THE BA9C5: Console housing for the Sony 
DMX-R100 
THE DETAILS: Got your hands on one of the 

hot new Sony DMX-R100 digital 
mixing consoles? The Omnirax Syn¬ 
ergy SR 100 provides the perfect 
housing for it. adding 20 sloping 
rack spaces on either side for pe-

r ripherals or patchbays. Monitors can 
be placed on its wide riser, and 
there's even a padded wrist rest with 
a removable insert for access to the 
disk drive and headphone jack. 
CONTACT: Omnirax at 415-332-3392 or 
www.omnirax.com Circle EO free 
lit..#101. 
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ÍHE PRODUCT: Cakewalk Pyro 
THE BASICS: MP3 and CD creation software 
THE DETAILS: If you're into ripping and burn¬ 
ing, you'll love Pyro. This Windows¬ 
based software allows you to convert 
your favorite audio into an MP3 or WAV 
file and to burn it on CD. Cakewalk's 
ESP (Environmental Sound Processing) 
technology allows you to quickly opti¬ 
mize the audio quality for the playback 
environment, and DirectX support 
allows Pyro to work with your favorite 
plug-ins for the application of 
real-time effects. 
CONTACT: Cakewalk at 888-225-3925 or 
www.cakewalk.com Circle EQ free 
lit. #102. 
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IHE PRODUCT: Line 6 DM4 Distortion Modeler 
CHE BASICS: Fuzz, distortion, and overdrive 
in a box 
CHE DETAILS: Featuring 16 models of classic 
and collectible fuzz, distortion, and 
overdrive effects — plus four user-pro¬ 
grammable presets — the DM4 gives 
guitarists easy access to a set of world¬ 
class tones and controls for customiza¬ 
tion. Many of the effects were inspired 
by well-known stomp boxes such as the 
MXR MicroAmp, Ibanez Tube Scream¬ 
er. ProCo RAT. Arbiter Fuzz Face, Vox 
Tone Bender, and Colorsound Over¬ 
drive. All processing is 24-bit, and bass, 
middle, and treble tone controls let you 
set the perfect grind or growl. 
CONTACT: Line 6 at 805-379-8900 or 
www.line6.com Circle EQ free lit. 
#104. 

SONY 

THE PRODUCT: Sony CDR-W33 
THE BASICS: CD-R/RW recorder 
THE DETAILS: Yeah, we know, there are 
lots of CD recorders out there, but 
how many of them have Super Bit 
Mapping processing? Just one — the 
rack-mountable CDR-W33 from Sony. 
But wait, there’s more: features such 
as a wired remote control, onboard 
DSP for equalization and limiting, 24-
bit A/D and D/A conversion, and even 
CD-Text support, which allows you to 
enter track titles from an optional PC 
keyboard — you can even use the 
keyboard for remote transport control. 
Digital I/O is both coax and optical. 
OORTACT: Sony at 201-
930-1000 or 
www.sony. 
com/proau-
dio Circle 
EQ free lit. 
#106. 

IBEPRODUCT: JBL EON G2 
THE BASICS: Live sound powered speaker 
system 
THE DETAILS: Here comes the second-gen¬ 
eration EON — the G2. The EON 15 G2 
pairs a 300-watt power amp with a 15-
inch low-frequency driver and a 100-
watt amp with a 1.75-inch compression 
driver. Also included is a built-in three-
input mixer with a balanced mic/line in¬ 
put, two 1/4-inch phone line-level in¬ 
puts, and dual-band EQ. A Mix Out 
feature allows the mixed output to be 
sent to an external mixing console. The 
appearance has also been updated, 
with an all-black finish. 
Contact: JBL Professional at 818-894-
8850 or www.jblpro.com . Circle EQ 
free lit. #105. 

EQ I D6C6MB€R2OOO I 19 



PRODUCT views 

THE PRODUCT: Audio-Technica ATW-7373 
THE BASICS: Handheld condenser wireless 
system 
THE DETAILS: Thought you couldn't get good 
studio sound in a handheld wireless sys¬ 
tem? Think again. The new ATW-7373 sys¬ 
tem from Audio-Technica combines the 
condenser element from their legendary 
AT4033 studio mic with the RF perfor¬ 
mance of their 7000 Series frequency-agile 
UHF system. The ATW-T73 transmitter pro¬ 
vides excellent off-axis rejection and en¬ 
hanced internal shock mounting, and the 
half-rack ATW-R73 receiver provides dual 
independent receiver sections for true di¬ 
versity operation. 
CONTACT: Audio-Technica at 330-686-2600 
or www.audio-technica. com 
Circle EQ free lit. #108. 

THE PRODUCT: Eventide DSP7000 Ultra-
Harmonizer 
THE BASICS: Stereo multieffects processor 
THE DETAILS: Building on the success of their 
DSP4000. this new Ultra-Harmonizer from 
Eventide offers 500 factory presets, in¬ 
cluding lush reverbs and the company’s 
famous pitch-shifting algorithms. Both 
analog and digital I/O are provided (each 
with independent gain controls and me¬ 

tering), and all conversion is 24-
bit/96 kHz. The DSP7000 is 

I 7 also compatible with the op¬ 
tional EVE/NET remote control 
unit, making it possible to 
freely edit your effects without 

, ever having to leave the sweet 
spot. 
CONTACT: Eventide at 201-641-

1200 or www.eventide.com Circle 
EQ free lit. #109. 

THE PRODUCT: Crest X-VCA 
THE BASICS: Live FOH console 
THE DETAILS: The aptly named X-VCA pro¬ 
vides VCA control of all input channels 

. and analog subgroups plus linked 
, (stereo) dynamics on all 

subgroups. The con-
' sole is available in 
’ 24. 32. 40, or 48 

■K • • ‘ mono input channel 
configurations (each also in¬ 

cludes four stereo line input mod¬ 
ules). Each mono channel includes a 

variable high pass filter and four-band 
parametric EQ. Parametric output EQ 
and adjustable RMS limiters (to assist the 
engineer in handling local noise ordi¬ 
nances) are included on the mono and 
stereo outputs. A comprehensive MIDI 
scene mute system provides 128 com¬ 
puter-controlled sequenced scene mutes 
plus eight manual scene mutes. 
CONTACT: Crest Audio at 201-909-8700 or 
www.crestaudio.com Circle EQ 
free lit. #107. 



Two balanced XLR mic inputs 

■ nöööö 

S/PDIF digital input and output 

32 channel MIDI In, 
32 channel MIDI Out 

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

Stereo phono (RCA) outputs, 
headphone output 

Two balanced 1/4" 
TRS inputs 

USB port; Mac Ä PC 
compatible 

a 

PC and Mac compatibility 
via USB interface 

Works with major DAW 
applications 

Supports unlimited banks 
of eight faders 

Dedicated EQ, Aux Sends 
and Pan controllers 

Professional 24-bit D/A and 
A/D converters 

Records four audio inputs 
at once 

Includes Steinberg's 
Cubasis VST" Audio 
Recording/MIDI 
Sequencing software" 

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

There are a bunch erf 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 everything you need...in a cool blue box from the 

world leader in recording technology. 

TASCAM US-428 by 
FRONTIER 

Get In. Get Out. Take Control 
Introducing the US-428. 

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

•Cubasis VST for Macintosh available later this year 

TASCAM 
a whole world of recording 
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kick-pack 
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Pack Includes: 

• evolution e602 Kick Drum Microphone 
• Microphone Pouch 

• 21' Microphone Cable 

• Compact Weighted-base Stand 

drum 
wcronMHr comm not 

THE PRODUCT: Roland Studio Set 
THE BASICS: Electronic percussion kit 
THE DETAILS: Studio Set combines the heart 
of Roland's acclaimed V-drums — the 
TD-8 Percussion Sound Module — with 
lower-cost pads. You get the same 
great modeled sounds and editing con¬ 
trol that allows you to shape individual 
drum size and depth, head type, and 
tuning, muffling, and even snare strain¬ 
er adjustment. Included are three 10-
inch dual-trigger pads, four 7.5-inch 
dual-trigger pads, a kick trigger, a hi-
hat control pedal, a custom stand, and 
all necessary mounting hardware. 
CONTACT: Roland Corporation U.S. at 323-
890-3700 or www.rolandus.com 
Circle EQ free lit. #110. 

Circle EQ free lit. #112. 

THE PRODUCT: Earthworks 1024 
THE BASICS: Mic preamp 

THE DETAILS: Said to be cleaner than most 
wire, the four-channel Earthworks 1024 
boasts an incredible distortion spec of less 
than 0.0001% and a phenomenal frequen¬ 
cy range of 2 Hz to 100 kHz. 
CONTACT: Earthworks at 603-654-6427 or 
www.earthwks.com Circle EQ free 
lit. #113. 

Cartbworhs 

THE PRODUCT: TASCAM 788 Portastudio 
THE BASICS: 24-bit hard disk recorder 

THE DETAILS: My, how those Portastudios 
have grown. The TASCAM 788 fea¬ 
tures six-track simultaneous recording 
of uncompressed 24-bit audio and 
eight-track playback, plus an internal 
hard drive and eight-channel mixer. 
Each channel provides three-band 
equalization, and there are two inde¬ 
pendent internal effects processors. 
CONTACT: TASCAM at 323-726-0303 
or www.tascam.com Circle 
EQ free lit. #111. 

THE PRODUCT: Sennheiser Kick Pack 
THE BASICS: Kick drum mic plus 
accessories 
THE DETAILS: Want that whoomph of 
your bass drum to really power 
through? It all starts at the source, 
and the Kick Pack provides you 

with everything you need to deliver 
that bone-rattling low end. Included is 
an e 602 mic (from Sennheiser’s ac¬ 
claimed Evolution series), cable, and 
mini mic stand. 
CONTACT: Sennheiser USA at 860-434-
9190 or www.sennheiserusa.com 
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YOU CAN'T SEE... 

32 bit floating point processing* 

True Tape Analog Sound* 

Our new dithering algorithm 

...BUT YOU CAN WEAK THEM! 

only in Cubase VST/32 
available for Mac and PC 

Steinberg 
Creativity First 

www.steinberg.net 
US: (818) 678-5100 Fax: (818) 678 5199 Fax on Demand: (800) 888-7510 Canada: (416) 789-7100 Fax: (416) 789-1667 

All trademarks are the properties of their respective companies and organizations. All rights reserved. 
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BE A PLAYER 

REAL PLAYERS KNOW THE PLACE TO GO 

FOR ALL THEIR MUSIC NEEDS: THE DIRECT 

INFORMATION LINE TO PROFESSIONALS AND 

INDUSTRY EXPERTS, LESSONS THAT REFINE 

YOUR PLAYING AND HELP CREATE A 

SIGNATURE STYLE, INSTRUCTION TO GET 

EXCEPTIONAL SOUND ON STAGE AND IN THE 

STUDIO, TIPS AND TECHNIQUES ON PLAYING 

MUSIC FROM APPALACHIA TO AUSTRALIA 

AND EVERYWHERE IN BETWEEN, A FULLY 

CUSTOMIZED WEBSITE BASED ON YOUR 

INDIVIDUAL NEEDS. FROM NOW ON, YOUR 

DESTINATION OF CHOICE IS THE MUSIC PLAYER 

NETWORK @ MUSICPLAYER.COM 

REGISTER NOW 



MUSICPLAYER.COM 
THE MUSIC PLAYER NETWORK 

GUITAR PLAYER • KEYBOARD • EQ • BASS PLAYER • GIG • MC2 • EXTREME GROOVE • MUSIC GEAR ONLINE 



TASCAM DM-24 Digital Mixing Console 
TASCAM made a lot of noise at the AES Con¬ 
vention several weeks ago with the introduction 
of their DM-24 digital mixing console. The DM-24 
was designed to be the first affordable 24-chan-
nel/eight-bus console capable of 24-bit/96 kHz 
operation. Included in the DM-24 as standard are 
24 channels of TDIF I/O, an ADAT optical I/O, two 
AES/EBU digital I/Os, and two stereo S/PDIF I/Os. 
A pair of slots on the rear panel allow the 
addition of AES/EBU, TDIF, or ADAT digital, or 
analog expansion cards. Analog-to-digital and 
digital-to-analog converters are 24-bit, while an 
internal 32-bit floating-point processor ensures 
true 24-bit audio performance. 

Sixteen 100-mm faders control a total of 32 
channels. Twenty-four of these channels feature 
a gate, four-band parametric EQ (with gain, fre¬ 
quency sweep, and bandwidth adjustments), and 
compressor. They also include a digital delay to 
compensate for microphone placement and dig¬ 
ital converter delays when monitoring external 
analog signals. The remaining eight channels of¬ 
fer the same processing capabilities with the ex¬ 
ception of dynamics. Any of these 32 channels 
can source from any of the physical inputs, in¬ 
cluding TDIF, analog inputs one through 16, the 

ADAT optical input, or 
an installed option card. 
The DM-24 is also ca¬ 
pable of operating in a 
monitor mode where all 
16 analog inputs may 
be used for recording, 
while 24 tracks of tape 
return may be moni¬ 
tored. This “pseudo-in-
line” mode is accom¬ 
plished by splitting the 
channels into two 

WHAT IS IT? A compact 24-channel digital mixer with 24-
bit/96 kHz capability. 
WHO NEEDS IT? Anyone interested in recording with high 
bit- and sample-rates. 
WHY IS IT A BIG DEAL? The DM-24 brings a 24-bit/96 kHz 
hardware mixer into the project recording market. 
SHIPPING: Spring 2001 
SUGGESTED RETAIL PRICE: $2,999 

CONTACT: For more information, contact TASCAM at 
323-726-0303 or visit www.tascam.com Circle 
EQ free lit. #114. 

groups. Inputs retain the fader, EQ, auxes 3-6, 
and dynamics functions; tape returns use the aux 
1 and aux 2 busses to create a monitor mix. 

In addition to the aforementioned TDIF and 
ADAT inputs, the DM-24 has sixteen analog inputs, 
each with XLR mic and 1/4-inch line level inputs, 
trim control, and 1/4-inch TRS insert jack. The ana¬ 
log master section of the DM-24 includes stereo 
XLR left/right master output jacks with 1/4-inch TRS 
inserts. Additional analog outputs include balanced 
1/4-inch control room monitor outputs, unbalanced 
RCA studio monitor outputs, four assignable sends, 
and two headphone jacks. Four of the DM-24's six 
aux sends may be assigned to any of the four ana¬ 
log aux output jacks, while two of the aux sends 
may be assigned to internal DSP effect engines. 

To help navigate the DM-24’s front panel, 
there's an LCD screen and data wheel as well as 
four rotary “encoders” with LED indicators. The 
function of the encoders varies depending on 
what data page is being displayed in the LCD. 

Rear-panel interfacing includes MIDI in, out, 
and thru jacks, plus a timecode input. Combined 
with the DM-24’s internal automation, the timecode 
and MIDI in jacks allow the DM-24 to sync to in¬ 
coming SMPTE or MIDI Timecode for automated 
mixing. Up to eight mixes may be stored in the 
desk. When a new mix is opened, the DM-24 au¬ 
tomatically switches to automation “record” 
mode, so that any changes you make to the mix 
will be saved. All automation data may be off¬ 
loaded via MIDI. 

Other features of the DM-24 include word clock 
I/O, remote control and track arming of TASCAM 
DTRS machines via the onboard transport con¬ 
trols, RS-422 port, and a footswitch input for re¬ 
mote punch-in/punch-out capability. A cascade 
mode allows two DM-24’s to be linked together 
and operate as a single console. ■ 
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Pack 

Ever since Rupert Neve' designed the first generation of 

D-.ulOuV«' 

Producer Pack 

"If you can't get the sound you want through 
this unit, then you have chosen the wrong Mic 

(or the wrong performer)." 
David Mellor - Audio Media(UK) October '99 

Hiah & Low pa 55 
f ilters switchable 0 

compressor or gale 

side-chain 

Focusrite EQ and Dynamics modules, they have been the 
choice of many successful recording engineers and producers. 

The ISA 430 repackages these classic designs in one comprehensive 
unit. Versatile routing and access to the signal processing blocks means 
you can split the EQ and compressor into two separate signal paths for 
simultaneous use on two tracks. Or use them both together with the 
original classic transformer-coupled microphone preamp for the best 
Total Input Channel money can buy. 

Cap it off with the AES/EBU 24 bit/96 kHz optional Digital 
Output Stage, which can also be used as an independent A/D 
Converter. This is the best of Focusrite signal processing packed into 
one unit. Hence we’ve dubbed the ISA 430 the “Producer Pack”. 

Ask for a demonstration before your next session. 

ISA 430 Producer Pack 

High resolution 
VU meter 

and . 
Digital output 

display 

De-esser, based on 

proprietary optical 

technology, 
removes sibilance 

from vocals 
imperceptibly 

ratio, attack speed. 

^Sup.thn 
C controls give 
to, and control os 
instruments alike 

COUP preamplifiers 
and 

Instrument Pre-amp 

Insert send and 
return may De 
taken pre-EQ. 

between EQ and 
Dynamos or 

Reconversion post-Dyn.*'“ 

with selectable 

clock selection 

including 
Super Clock 

iSSSi ESÄ-

Ä^ate side-chains 

Multiband Umher 

enfles 
limiting- ' be eternal input to be 

the output. 

$3,495rrp 
$3,995 with digital output 

'Rupert Neve does not design for, nor is affiliated 
with Focusrite Audio Engineering Ltd. 

PRODUCED IN THE UK BY 
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FIRST LOOK 

Note: The graphic above is an early screenshot that is subject to change in the final version of the software. 

By Steve La Cerra 

Native Instruments Spektral Delay 
Native Instruments recently announced the Spek¬ 
tral Series, an interesting and unique line of audio 
processing software. The Spektral Series differs 
from the vast majority of audio software in that it uses 
real-time FFT (Fast Fourier Transform) analysis in 
processing the signal. The first application in the 
Spektral Series is Spektral Delay. 

As the name implies, Spektral Delay operates on 
the spectral representation of an audio signal. Through 
the process of FFT analysis, Spektral Delay divides 
the incoming audio waveform into as many as 1,024 
distinct frequency bands. These frequency bands can 
then be processed individually; left and right audio 
channels may also be processed independently. 

After Spektral Delay has created the frequency 
banas, these bands can be separately manipulated 
through use of several graphic editors. The first 
stage of signal processing is an input attenuation 
matrix. An Input-Amplitude-Matrix graphic editor al¬ 
lows a user to change the level of each frequency 
band over a range of more than 50 dB. This entire 
graph can be shifted on the vertical or horizontal 
axes via modulation, resulting in unusual filter 
sweeps across the frequency or amplitude ranges. 

Attenuating certain fre¬ 
quency ranges at the in¬ 
put means that the delay 
effect to those bands will 
be minimized, and the 
effect will be more ap¬ 
parent in other freq¬ 
uency regions. 

Next, the spectrum 
passes through a Delay 
Matrix editor where each 
frequency band can be 
delayed individually for 
up to 12 seconds. You 

WHAT IS IT? An FFT-based audio delay application. _ 
WHO NEEDS IT? Anyone who wants something more than 
the “traditionar1 digital delay offers._ 
WHY IS IT A BIG DEAL? Spektral Delay allows you to set inde-
pendent delay times for various frequency spectra. 
SHIPPING: December 2000 
SUGGESTED RETAIL PRICE: $199 

CONTACT: Native Instruments products are distributed in 
the U.S. and Canada by Steinberg North America. 
For more information, contact Steinberg at 818-678-
5100, or visit www.native-instruments.com 
Circle EQ free lit. #115. 

could, for example, delay the high-frequency au¬ 
dio bands for 300 milliseconds while delaying the 
low-frequency bands for only 100 milliseconds! The 
Feedback Matrix editor provides adjustment of the 
regeneration function with specific percentages of 
feedback for each frequency band. Through vary¬ 
ing combinations of input filtering, delay times, and 
feedback for each audio band, it’s possible to not 
only create interesting delay effects, but also un¬ 
usual ambient environments that would be ex-
tremeiy time-consuming (if not impossible) to ex¬ 
ecute with a series of conventional delays. All of 
the graphic editors utilize tools that will already be 
familiar to many engineers, such as the pencil and 
hand tools. Real-time Spektrogram displays allow 
you to view the audio material at both the input and 
output stages of the effect. 

Spektral Delay also suppliesan LFO (Low-Fre¬ 
quency Oscillator) that may be assigned to any of 
the Edit Matrix or Input Modulation parameters. LFO 
shape can be selected from among six different 
waveforms, including sine, square, triangle, and 
sawtooth waves. Modulation may be set indepen¬ 
dently for the left and right audio channels. The LFO 
may be controlled via MIDI and can sync to an ex¬ 
ternal clock source. 

Spektral Delay can be used as a VST plug-in (in¬ 
sert or effect send) for PC or Mac, or as a standalone 
application supporting SoundManager, ASIO, Di-
rectSound, MME, and DirectX drivers. An easy-to-use 
software development kit provides programmers with 
access to the spectrum for real-time manipulation, and 
input modulation plug-ins may be created using a 
third-party Advanced Programmer Interface. For end 
users, this means that Spektral Delay is open to de¬ 
velopment of plug-ins by other manufacturers. Native 
Instruments is also planning piug-in versions for the 
Digidesign RTAS and MOTU MAS formats. ■ 
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«Ko GOLD 

GOLD 
Gold 
TDM 

Native 
Power 
Pack 

Gold 
Native 

Pro-FX 
Plus 
Native 

Renaissance 
Collection 
Native 

Pro-FX 
Plus 
TDM 

Renaissance 
Collection 
TDM 

The 
TDM 
Bundle 

C4 
Multiband 
Parametric 
Processor 
Native 

Waves pushes the edge, again, so you can sound 
your best. 

C4 
Multiband 
Parametric 
Processor 
TDM 

It's all new, from the Gold, to the Renaissance Collection 
featuring our new Renaissance Reverberator, including 
the Renaissance EQ and Compressor. Three of our best, 
for our lowest price ever. And the Gold bundles now 
contain everything, including the award-winning 
C4 Multiband Parametric Processor. 

New processors, new features, new interfaces, higher 
resolution. More capabilities in every box, such as 
double-precision 48bit LI Ultramaximizer for TDM, 
————88/96kHz support for 

many native processors 
in every bundle. 

- ... .. .’- Ana no more dongle. 

48bit Double Precision 

88.Z96kHz Rea 

Choice of the Masters 

phone +1.865.546.6115 

www.waves.com 

gotta 
get Waves 
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ANDGW FGLLUS 
EQ poses ten questions to an up-and-coming engineer 

It's late on a Monday afternoon and two of the three rooms at New York’s Right 
Track Recording are hopping, both occupied mixing the tracks of Elton John’s 
recent Madison Square Garden performance — amazing when you consider that 
Elton left the stage not even 48 hours earlier. Hunched over the Neve Capricorn, 
ever-present cigar in hand, is legendary engineer Frank Filipetti (James Taylor, 
Carly Simon) and ably assisting him is this month's Rising Star, Andrew Felluss. 

Felluss has been working at Right Track since his graduation from the Sound 
Engineering program at Columbia College in Chicago in 1997. After a year of 
paying his dues as a runner, he was promoted to assistant engineer and now 
puts in up to 100 hours per week, working on a variety of projects. "Right Track 
is great,’’ he says, “because we get a full spectrum of work, from one-day over¬ 
dubs to long-term album projects. I love not knowing what I’ll be doing for whom 
from one day to the next.’’ 

EQ: How did you land your current gig? 
Andrew Fellus: I faxed a well-written resume with a respectful cover let¬ 

ter...! think. 
How did you get started in engineering? 
I realized how much I loved the sound of music, as opposed to just the mu¬ 

sic itself. However, this doesn’t imply that I enjoy listening to bad music record¬ 
ed really well. 

Where do you see yourself in five years time? 
I’ll probably stay in Manhattan. What I’ll be doing then, I can't say, as careers 

in this business seem to develop unpredictably. 
What are your ultimate career goals? 
Ultimately, I’d like to be involved in music as an engineer/producer/arranger/writer 

— and also get paid for it. 
Who are your heroes in engineering and record production? 
I have an immense respect for the many great engineers and producers I 

have been lucky enough to work with — people like Frank Filipetti and Phil Ra¬ 
mone — who I have learned so much from. 

What’s your favorite current recording, and why? 
To Bonnie from Delaney by Bonnie and Delaney. I love the feeling on that 

album, the way the players are so attentive to the music they're playing, as if 
nothing else mattered for them at the time. It sounds pretty good, too. 

If you were stranded on a desert island and could only take one 
piece of studio gear with you, what would it be? 

Well, the only thing that could survive the sand would probably be a Shure 
SM57 — or maybe a Lexicon PCM-42! 

What’s the coolest recording technique you’ve discovered? 
How to have the tape rolling on time. It’s a beautiful thing when the artist plops 

down to play and everything is set and sounds good. 
What’s the best piece of advice anyone ever gave you? 
Creativity should not defined or limited by technology. 
What’s the best advice you can give our readers? 
Good work speaks for itself. 

M WEBLINK_ 
E-mail Andrem at afellus@accesshub.net. 



WHEN DlGIUL-8 IS JUST WHZT YOU NtED 

INTRODUCING THÍ The factory installed 
5.1GB hard drive 

8 faders + Master 
Is 

With 99 scene snapshots, 
these little babies will cater 
to your every mixing need. 

many powerful features including 
. DSP effects. 3-band EQ, and 

& * ., waveform editing. 

Easy Interface 
With its large, clear LCD 

panel and intuitive interface, 
the VF-08 gives you access to 

Full MIDI Control 
With the VF-08. you have full 

control over the machine using 
built-in, standard MIDI. 

VF-08 DIGITAL POKER TOOL 
offers as much as 2 

hours of non-compressed 
8-track recording, 

the most in its class. 

Med the little brother ...Here's another price/performance breakthrough from Fosfex. 
It's a Digital Powerlool(tm) with all the professional features and sound of it's bigger brother 
in a compact 8 frack design, ihe VF-08 offers 8-track digital recording, plus an intuitive 
digital mixer complete with acclaimed A.S.P. digital effects, all at a very affordable price. 
Zou'll get 99 scene memory, waveform display for easy editing, XLR inputs, MIDI, 
SCSI and powerful new functions like Mastering Mode and IO mastering 
pre-sets for easy and sophisticated stereo mastering production. 
So if Digital 8-track is what you want, the VF-08 is just what you need. 

Fostex • 15431 Blackbum Ave., Norwalk, CA 90650 • Tel: 562-921-1112 • Fax: 562-802-1964 
Fostex 

wwwMex.com 
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Visit the Slang Music Studio Web site 
at mujw,5lanqmuEicqroup.cpm-



Slang 
Street talking in downtown Chicago 

STUDIO NAME: Slang 
LOCATION: Chicago, IL 
KEY CREW: Vince Lawrence (producer and own¬ 
er), Gerald Lott (director of operations); Kris 
Anderson, Eric Sagarin, and Judson Snell 
(engineers/programmers) 
CREDITS: Sisqo, Whitney Houston, R. Kelly, 
KMFDM. Kelly Price, The Crystal Method, 
Donna Summer, 112, DJ Accucrack, Lina, 
Joe, Absolute 
MIXING CONSOLE: AMEK Big 28 [2], with Supertrue 
Automation 
MONITORS: IKRK E8, Tannoy System 8, Genelec 
1034B, 1031; Event 20/20, Urei 801 
AMPLIFIERS: Hafler P3000 Transnova, Hot House 
S400, Alesis RA-100, Rane HC6 headphone amp 
RECORDERS: Otari MX80 two-inch 24-track, DTR-
85 DAT; Alesis ADAT XT20 [3], Panasonic 
SV3700 DAT, TASCAM CD RW-5000 CD 
Recorder, 112 Cassette Deck 
OUTBOARD: Aphex Expressor [7], Dominator II, 
Stereo Compellor [3]; API 550B Parametric 
EQ [10], Drawmer DS-201 Dual Gates [8], 
DS-404 Quad Gates [5], M500 Dynamic 
Processors [2]: Roland SN 550, TC Electron¬ 
ic Finalizer Plus 
EFFECTS: Lexicon LXP15, Eventide H3500 [2], 
H3000se: Roland SDE1000, Antares ATR 1 
(Autotune) 
MICS: Electro-Voice RE2000 [2], RE20; Neu¬ 

mann U 47 

MIC PREAMPS: Neve 9098, Grace 801 eight-chan¬ 

nel mic pre 

5AMPLERS/KEYB0ARD5/MIDI: Akai S5000, MPC3000 
[2]; Access Virus, Kawai K5M, Korg TR Rack, 
Kurzweil 1000-PX, Novation Supernova, 
Oberheim Matrix 1000, Matrix 6; Quasimidi 
Sirius. Studio Electronics SE-1 [2], Waldorf 
Microwave, Pulse; Roland TR-808, JV-2080 
[2], M-DC1, JV-1080, MKS-50 [2], D-110, U-
220, JV-880, JP-8080, MC-505, VP-9000; 

By Steve La Cerra 

Emu Orbit, Morpheus, Vintage Keys, Planet 
Phatt 
DAW EQUIPMENT: Digidesign Pro Tools Mix Plus. 
DSP Farm Cards [3], 888/24 I/O [3]: Sonic 
Solutions Sonic Studio HD 
VIDEO: Sony VO-5850 recorder. 32-inch moni¬ 
tors [2]; Time Line Microlynx Synchronizer 
INSTRUMENTS: Drum Workshop kit with 20x18, 
10x8, 14x12 drums; Paiste Signature Series 
cymbals 
INSTRUMENT AMPLIFIERS: Fender Twin, SWR 750, Go¬ 
liath 2 
SOFTWARE: MOTU Digital Performer 2.7, Emagic 
Logic Audio Platinum 4.5. Cubase VST v5.0. 
Opcode StudioVision 3.5, MasterList 2.2, 
Sonic Studio 3.5. Plug-ins from Waves, Bomb 
Factory, Focusrite, Antares, Drawmer, Ac¬ 
cess, Serato, Metric Halo, Line 6, TC Elec¬ 
tronic, Digidesign, Arboretum, Aphex, Kind 
of Loud Technologies, McDSP 
EQUIPMENT NOTES: Lawrence's favorite elements of 
Slang “are the large studio monitors, which al¬ 
low me to recreate the levels and feel of a night¬ 
club atmosphere while still maintaining a near¬ 
flat perspective when mixing or mastering.” 
PRODUCTION NOTES: Originally Lawrence (a pioneer 
in “house” music) was content to house his 
equipment in the basement of a loft building 
on Chicago's Near-West Side. At that time 
(working in a space without a separate con¬ 
trol room), he found his way into doing com¬ 
mercial music for ad agencies. “I found I was 
spending a considerable amount of time and 
money 'finishing' projects at larger sltudios.'’ 
he explains, “so I figured it made more sense 
to have one! Coincidentally. Chicago Trax 
Recording was moving into a new location 
and had space available for long-term rental. 
R. Kelly took one side and we took the other." 

Vince immediately began building his dream 

► continued on page I26 
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Finally, a machine that does everything 
but deliver your demo to the A&R guys. 

MasterLink ML-9600™. Think of it as a complete mastering house in a box. The ultimate do-it-yourself mixing 

and mastering system, with features like advanced 24-bit/96kHz hard-disk recording. Built-in editing and 

finishing tools. And the ability to burn your choice of industry-standard Red Book or state-of-the-art 

CD24™ formats. Whether you're cutting a new demo, or releasing your latest hot tracks to your adoring 

fans. And all wrapped up in one hot little package - yet priced so low, the question isn’t whether you can 

afford it - but how can you possibly go on living without one? So don’t wait. Call 800-5-ALESIS or visit 

www.alesis.com today. Or better yet, just get off your musically inclined little butt and buy one. After all, 

it's only your career we're talking about here. 

Alesis 
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By Steve la Cerra Sound Spa Recording 
Take a break at New Jersey’s Sound Spa 

EQ I OeCEMBeRSOOO I 35 

You can visit the Sound Spa Web site at 
mmu.soundspa net or go to mp3.com to hear The 
Stevie D Band and other Sound Spa artists. 

STUDIO NAME: Sound Spa Recording 
LOCATION: Edison, NJ 
KEY CREW: Steve DeAcutis (owner and engineer) 
CREDITS: Corey Glover (Living Colour), Cyndi Lauper, 
Tony Camillo, Joe Lynn Turner, Terry Bozzio, Laura 
Branigan, Kenwood Dennard, Anthony Jackson, 
Max Norman, and The Stevie D Band 
MIXING CONSOLE: Alesis X2 with Audio Upgrades modifi¬ 
cations 
MONITORS: JBL LSR28P (powered full-range) [2] with 
LSR12 (powered subwoofers) [2]; Tannoy PBM8, 
Urei 811c; Fostex T-20, T40 headphones (“they nev¬ 
er blow up’’) 
AMPS: Hafler Pro 5000, BGW Model 1000, Crown DC 
75, ADA B200S 
RECORDERS: MCI JH16-24 two-inch 24-track, JH-110 
two-track; Studer A-80 VU 1 /2-inch two-track, Revox 
PR-99, A-77 analog two-track, B-77 analog two-
track; Sony PCM2600 DAT 
OUTBOARD: Cranesong HEDD 24-bit A/D-D/A, Alan 
Smart C-2 SSL-type compressor, JoeMeek SC2, 
Neve 83046 compressor, Empirical Labs EL-8 Dis¬ 
tressor [2], Audio Technologies Tubelink [2], mono 
compressor; EAR 660, dbx 163 with Audio Up¬ 
grades modifications [4], 1531x 31-band EQ, Sub¬ 
harmonic Synthesizer, 463x gate [2]; Ashly SC-50 
compressor, SC-40 EQ; Behringer Composer, 
PEQ305 [2]; DOD R-825 (compressor), Valley Audio 
Micro Comps [3], Manley Massive Passive, DigiTech 
MEQ-14 MIDI EQ [2], NEI 34 parametric EQ, Sound¬ 
craft TG3044-R, Aphex Aural Exciter, 622 gate; Korg 
KEC-42, Symetrix 562 gate 
EFFECTS Lexicon 224XL, PCM60, PCM90; Roland 
R880, SRV2000, DEP5, SDE1000; Eventide 
H3000D/SE, ART EXT, 01A; Alesis Quadraverb, MXR 
DTL, Flanger/Doubler (“blueface") [2]; DigiTech 
RDS 1900 delay 
MIES; Neumann U 47, U 87, KM 54; Sony C-800G, 
Soundelux U95, Rode Tube Classic, AKG C451, 
C5900 [2], D112, D3400 [2]; Shure SM58 [2], SM57 
[4], Beta 57 [2], Beta 56 [2], Green Bullet, Beta 52, 

SM98 [3], SM7, KSM32 [2]; Audio-Technica AT4033, 
AT4060; beyerdynamic M201, Sennheiser MD421, 
Uncle Alberts Tube DI 
MIC PREAMPS: Neve 33114 [3], Amek 9098 [2], Audio 

Technologies TMA2 stereo tube mic pre [2], Sytek 
MP4 [4 channels; 2 with Burr Brown IC option] 
SAMPLER5/KEÏB0ARD5/MIDI MODULES: Oberheim Matrix 1000 

[2], Korg X5DR, Emu Proteus, MOTU MTP AV, Sim¬ 
mons MTM 
COMPUTERS: Pentium III/500 MHz with 384 MB RAM and 
30 GB hard drive 
SOUND CARD: ADB Multiwave Pro 24 

STUDIO NOTES: According to Steve DeAcutis, “One of the 
appealing factors of Sound Spa is the drum room. 
Even though the actual drum room is only about 200 
square feet, I place room mies in the adjoining room 
and, by the time the drum sounds hit the wall and 
make their way into the adjoining room, you get a 
natural delay of about 50 milliseconds to the room 
mies — which when added to the close mies really 
opens up the kit. It was actually by accident that I 
discovered this. While recording some new material 
for my band I noticed the sound of the drums mak¬ 
ing their way to the vocal mic in the next room. I re¬ 
member saying to myself, 'man the drums sound 
huge today,’ later discovering the Bonham-ness was 
coming from the vocal mic. A happy accident to say 
the least.” 
EQUIPMENT NOTES DeAcutis continues, “It is really nice to 
be able to get audio into and out of my computer us¬ 
ing the Cranesong HEDD A/D-D/A, thus marrying 
the world of two-inch analog tape with the hard-disk 
editing world. Locking the computer to the two-inch 
machine enables endless editing, limited only by 
your imagination." ■ 

► WEB LINK 
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IE RCA PB-144 Photophone Velocity Micro- ! 
phone (MI-3015-B) 

Bob Paquette, The Microphone Mu- ¡ 
seum, Milwaukee, Wl 

Circa mid-1930s 
Ribbon 

EO I DECEMBERBOO 

30 Hz to 15,000 Hz 
Bidirectional 

400 microvolts across a 250-Ohm load, 
for a sound pressure of 10 dynes per square centimeter 

PEDAN' 200 Ohms 

Black nickel 
8.25 long x 4 .6875 wide x 3.25 deep (inches) 

Suspension fitting or MI-3022 mic stand adapter 
In late 1931 and early 1932, RCA produced the 

Type 44A microphone, which was their first permanent¬ 
magnet ribbon mic. The Type PB-144 Photophone Ve¬ 
locity Microphone is a slightly modified version of the 
44A that was introduced shortly after the 44A. Intended 
primarily for situations where television or film cameras 
were involved, the PB-144 was generally leased (not 
sold) to Hollywood film studios. It became widely used 
on movie sets where it was undesirable for the micro¬ 
phone to appear in the picture. 

Although this particular PB-144 is shown with the MI-
3022 stand adapter attached, a suspension fitting (RCA 
catalog number UP-4212) was also available. The sus¬ 
pension adapter allowed the microphone to be hung up¬ 
side-down from a cable over a film set — where it would 
be out of camera’s view. A carefu¡ look at each side of the 
PB-144 reveals a small metal fitting that RCA referred to 
in one of their catalogs as a “staycord eyelet.” These eye¬ 
lets could also be used to suspend the mic and are vis¬ 
ible just above the knurled pivot nuts in the photo. 

The PB-144 was available in two different finishes: a 
bronze version (RCA catalog number MI-3015-A) and the 
black nickel version shown here (catalog number MI-3015-
B). As with most microphones in the '44 series, the PB-144 
exhibits a boost in the low frequencies when placed less than 
four feet from the sound source. A properly tuned PB-144 
yields a virtually flat frequency response from 20 Hz all the 
way out to 20,000 Hz. 

Technical information furnished through the courtesy of 
Arthur Garcia and Bob Paquette 

PHOTO BY WES BENDER 



*By active, we mean a speaker design where each transducer 
constantly interacts with its own internal power amplifier... 
not a powered passive speaker with an external amp glued to 
its back. 
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1998 Mix Magazine TEC 
award winner for Tech¬ 
nical Achievement. 

Only HR824s come with a signed 
\ certification of flat response. 

We test each individual 
* monitor and give you a 

signed Audio Precision "‘print-out 
of its response characteristics. 

Yes, we think the HR824 is 

the finest eight-inch 2-way near 
field monitor in existence. And 
yes, we 'd like you to own a pair. 

But if you only leave this page 
understanding why you should 

use active monitors, our point will 

be made: If your speakers aren’t 
accurate, nothing else is either. 

Hearing is believing. 

To discover the details that 
passive monitors miss, bring a 
familiar CD or DAT mix into your 

nearest Mackie Dealer and hun¬ 
ker down for a serious HR824 
listening session. We think 

you’ll be pleasantly surprised. Á 

designs with sophisticated servo 
feedback topology. 

A $1,000,000+ investment in 
acoustic design talent and state-
of-the-art instrumentation yielded 
refinements such as the HR824’s 
logorithmic wave guide and rear 
passive low frequency transducer. 

Flat response to 38Hz. | 
Useable response T* 
down to 32Hz. 

The HR824’s unflinch¬ 
ing accuracy (±ldB 
38Hz-22kHz), flat power 

response and ability to reveal 
delicate sonic detail has won 

over an impressive 
number of the world’s 
top creative artists— 

including this year’s 
Grammy Engineer of 
the Year. It’s won the 

industry’s most presti¬ 
gious awards. It’s used for final 

quality control in several of the 
world’s top mastering facilities. 

In just three years, it’s become 

a trusted professional standard. 

What’s the total value of every¬ 
thing in your recording studio? 

Only as much as your near 
field monitors cost. Whether you 
buy HR824s or another respected 

brand of active monitors, you’ll 
be making the 

most important 

investment in 
your studio. OL 

You can blow gazillions on fab¬ 
ulously expensive mies, esoteric 
tube gear and tera-hertz-sampling-
rate processors.. .but you won’t 
hear the difference without accu¬ 
rate near field monitors. 

Yet a surprising number of stu¬ 
dio owners are still compromising 
their creative product with inex¬ 
pensive passive monitors—speak¬ 
ers that are physically incapable of 

delivering flat response or resolv¬ 
ing fine audio detail. 

Accurate near field speakers 

are not cheap. But without them, 
you’re simply not going to hear 

anything—performers, instru¬ 
ments, mies, processors or 
mixers—the way it really 
sounds. 

The active revolution. 

Active* monitors represent 

a quantum leap forward in 

sonic accuracy. They’re the indis¬ 
putable standard in virtually every 
major studio “A” Room in the 

world. 
While we didn’t invent active 

near field monitors, we did obses¬ 
sively improve the concept...until 
we had what thousands of audio 
professionals consider to be the 
most accurate eight-inch, two-way 

speaker ever offered. The HR824. 

We worked. We slaved. 

Our extensive analog circuit 

engineering background helped 

us to refine internal electronics 
and create high current amplifier 

You’re spending a fortune on mies, mixers, 
recorders and processors. Don’t skimp on 
I the only thing in your studio — 

that you can actually hear. 

www.mackie.com * 800.258.6S83 HK82 Is are made by 
Mackoids in scenic 
Woodinville, WA USA. 



BONZAI 
MRBONZAI@MRBONZAI.COM 

Making Righteous Love 
iiiith Joan Osborne 

Mitchell Froom 

Mr. Bonzai: How did you get involved 
with this album? 

Mitchell Froom: We talked about work¬ 
ing together when she [Joan Osborne] was 
starting the process — we kept in touch and 
finally the time opened up for both of us. I was 
living in New York at the time, and so was she. 
We decided we would try it out informally. We 
worked for ten days in a preproduction 
phase, listening to all the tapes that she had, 
and then decided to work for a few weeks in 
Los Angeles and see if everyone stayed 
enthusiastic. This is the way I prefer to work be- . 
cause it puts less pressure on the situation — ' 
it puts the focus more on the music. 

You mentioned the preproduction — 
is that when you chose the songs for 
the album? 

Well, before the preproduction stage, I had 
her send me all the tapes she had made. I liked 
quite a lot of the songs and the ideas, but, for 
whatever reason, they weren’t fully realized. I 
had some time to come up with concepts on 
how to record certain songs. In preproduction, 
we talked that through. 

You recorded here in L.A. at the 
Sound Factory — who are the music¬ 
ians? 

Pete Thomas is the drummer, who was in the 
original Attractions, with Elvis Costello. Pete's 
probably worked on 16 or 17 records with me, 
on Los Lobos's Colossal Head and Kiko, and 
many others. The three guys — Pete, Davey 
Faragher on bass, Vai McCallum on guitar — 
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SUSPECT: 

OCCUPATION: 

ANCESTRY: 

RESIDENCE: 

DIET: 

PECULIAR HABITS: 

NOTES: 

PHOTO LOCATION: 

CONSOLE: 

Mitchell Froom 

Composer, producer, arranger, keyboardist. 

Romanian/Russian Jewish. 

Los Angeles. 

No meat. 

Refuses to eat the last hors d'oeuvre. 

The versatile Froom has produced Los Lobos, 
Crowded House, Elvis Costello, Richard 
Thompson, Suzanne Vega, Ron Sexsmith, 
Bonnie Raitt, and Sheryl Crow, and he has just 
co-produced the new Joan Osborne album, 
Righteous Love, on Interscope Records. Drums: 
Pete Thomas; Bass: Davey Faragher; Guitar: Vai 
McCallum; Sax: Steve Berlin; Keyboards: 
Froom; plus assorted guests. 

Studio A, Sound Factory, where the album was 
recorded. 

Custom API. 

have worked together in different ways with dif¬ 
ferent people. They've all worked with Sheryl 
Crow and now are working with Vonda Shep¬ 
ard on stage and on the TV show [Ally 
McBeal]. Pete always tries to put together a 
group wherever he lives. Because they’re all 
living in L.A., they decided to put together a 
group. They perform as a trio, and call them¬ 
selves Jack Sh*t. They’re fantastic — some¬ 
body ought to sign them. 

Incredibly tight sound.... 
They have played together so much. On this 

record, for the first time, I felt that the sound was 
much bigger than the sound of the individual 
musicians. Between Davey and Pete, particu¬ 
larly, they developed their own science of how 
to play together. They really know how to make 
a noise that sounds like a band, a very attrac¬ 
tive sound — it doesn't sound like studio 
musicians. 

How did the basic tracking proceed? 
We worked very quickly. On quite a few 

songs we worked with loops, but basically, all 
the time, everyone was playing the song and 
Joan was singing live. 

Minimal overdubs? 
Sometimes more, sometimes less, but we 

tried to figure out how to make the sound pret¬ 
ty much on the spot, whether we were playing 
along with a loop or not. We wanted to have the 
feeling that when we came in to listen, it would 
sound like a record. 

How long did the basic tracking 
take? 

We would record one song at a time and 
then do overdubs. Each one took a few days. 

There seems to be a Middle Eastern 
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INTRODUCING THE ANTARES ATR-1a AUTO-TUNE INTONATION PROCESSOR 

BACK IN 1998, Antares introduced 
the ATR-1 and made the unlikely 

Now, Antares (never willing to leave 

a good thing alone) introduces the 

ATR-1a. Preserving the great sound 

quality and ease of use of the ATR-1, 

the ATR-1a adds some significant new 

features as well as a snazzy new 

appearance inspired by our AMM-1 

WORKING FOR SCALE 
If you've ever had occasion to pitch 

correct a melody line whose key was 

not exactly clear, or which had too 

many accidentals to fit comfortably 

into a conventional scale, you'll 

appreciate the ATR-1a's new Make 

Scale From MIDI function. Simply play 

any line into the ATR-la from a MIDI 

keyboard or sequencer and let the 

ATR-1 a automatically construct a 

custom scale containing only those 

notes that appear in the line. No 

muss, no fuss. 

The Same. Only Better 

claim of "perfect pitch in a box" a 

solid reality. Based on the technology 

of our ground-breaking Auto-Tune 

plug-in, the ATR-1 corrected the pitch 

of vocals or solo instruments, in real 

time, without distortion or artifacts, 

while preserving all of the expressive 

nuance of the original performance. 

Since then, thousands of ATR-1 s have 

found their way into touring racks, 

live performance rigs, and recording 

studios of artists and producers like 

Cher, Everclear, Al Schmitt and many, 

many more. 
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about 41 Hz, Bass Mode (as its name 

so ably implies) allows you to apply 

pitch correction to those pesky 

fretless bass lines as well as other 

low bass range instruments. 

CHECK IT OUT 
So if you're still looking for perfect 

pitch in a box, check out the ATR-1 a 

at your Antares dealer now. Where 

the song remains the same. 

Only better. 
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Did you hear they have 
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influence on a few songs... 
Joan’s a big fan of Indian and Pakistani 

music, and Nusrat Fateh Ali Khan. She 
studied witn him and had a few songs that 
were very much influenced by this type of 
music. But the decisions made in the con¬ 
text of making the record were to only pre¬ 
sent those things as musical hybrids, not 
her just singing in that way. It was used as 
an effect, as in the blues song “Hurricane." 
She sings in an Indian way — I liked it be¬ 
cause it shows a link between American 
blues and Indian music. By putting them 

together, you understand that there is a 
similar soul at work. The other one was “If 
I Was Your Man.” It all came out of her love 
for that singing, and having studied it. 

Your engineer was John Paterno, 
a protégé of Tchad Blake and you? 

He worked with us for a long time. On the 
Colossal Head record, John did quite a bit 
of the first engineering. Tchad cut the tracks, 
but John was progressively doing more 
overdubs. He was incredibly overqualified 
at that time — a second engineer way be¬ 
yond that point. He's a great engineer. 

► WEBLIIXIK 
Questions or comments for Mr. Bonzai? 
6mail him at mrbonzai@mrbonzai.com. 

The album was mixed by Bob 
Clearmountain. What do you think 
Bob brought to the party? 

Obviously I work with Tchad most of the 
time, but I've worked with Bob four or five 
times — he mixed a few Crowded House 
records, and also the recent Corrs record 
that I worked on. Technically, Bob may be 
the best mixer there is. I was really excited 
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about what we were doing with Joan, so be¬ 
fore anything I brought Bob the rough mix¬ 
es, which I thought were pretty great. I was 
trying to get him to conceptualize — he's a 
guy who mixes all the time — so I wanted 
to see if he could come up with something 
that might be particular for this record. He 
did it — a bit rawer than he normally mix¬ 
es, and it’s still very much “in your face” and 
aggressive, and it’s very well put together. 
Beautifully mixed. “Angel Face" is an es¬ 
pecially beautiful mix. 

Powerful album. Seems like you 

have some instant classics, as if 
you’ve heard the song before — but 
you know it’s the first time. 

You mean like "Righteous Love”? 
Right. My editor here at EQ 

thought the album had a certain 
“roots rock” feel.... 

Well, the basic concept was to make a 
modern record, but one that was suitable 
for Joan’s voice and her music. Other peo¬ 
ple do this, like Macy Gray and Sheryl Crow 
— they make very modern records that re¬ 
mind you in some way of what you loved 

about older records, without sounding retro. 
That was the agenda for us. When we were 
originally talking with the band, we wanted 
it to be a very outgoing record. 

The thing about Joan is that the band 
can play with tremendous energy and not 
overpower her in any way because she’s 
so dynamic. That's a freedom for musi¬ 
cians. On a lot of the records I do, the 
singer isn’t that commanding. They are 
powerful in their own way, but you have to 
hold back in order for the singer to be able 
to dominate the music. 

I talked to the band like this: “We’re the 
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young Rolling Stones, we’re the young Bea¬ 
tles. We want people to really like us. We’re 
not setting out to be too clever, or too arty, 
but we love what we're doing and we want 
other people to like it, too." Which is quite 
different from calculating a “hit.” I was main¬ 
ly talking about enthusiasm and the attitude. 

Very organic. 
And very outgoing — interested in 

pulling people in. I didn’t want them to say, 
“Hmm, that’s a very interesting record,” and 
never put it on again. This is more of a par¬ 
ty record, really. 

Let’s take a look at the single, 
“Love Is Alive,” originally recorded 
by Gary Wright of “Dreamweaver” 
fame. 

The way that it happened was Jack Sh‘t 
was playing Tuesday nights at The Mint, 
and, after cutting the first tracks, Joan just 
loved the band so she started going down 
and sitting in with them. The first night she 
sang “Just My Imagination,” then a Hank 
Williams song, whatever, and that led to an 
open environment in the studio. They’d just 
be goofing around with songs. We had 
talked about doing a cover song, even 
though it isn’t normally my favorite thing to 
do. You shouldn’t do it unless you can rein¬ 
vent the song in some way. Otherwise, it’s 
a bit gratuitous. 

Was the original song a big hit? 
I think it was pretty big, following 

► continued on page I26 

EQ I DeceMBenaooo I 42 



§ 
§ 

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.” 

Because an audio path is a bus, and the EZbus has a ton of ’em. 
Fully programmable ones, at that. 

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 you can slip it into a gig bag and run your whole live show with it. 
Because it lets you do amazingly sophisticated audio processing with zero hassle. 
Because it’s got a ton of gozintas and gozoutas, and you’ve gotta ton of things that need 
gettininta and gettinouta. I s 

Computer ñudio Recording Interface 
Software Control Surface 
Stand-Alone 
Digital mixer 

I S 

I_L 

Õ 
r ¿ 
? 

- c 

the 
tznus-get on It. 
Only $849 msRP (UJe’re not euen charging for the smile it will bring to your face.) 

P.O. Box 4189 

Santa Barbara. CA 93140-4189 

Voice: 805-566-7777 

Fax: 805-566-7771 

E-mail: info@eventl.com 

www.eventl.com 

iiwmin 
Specifications subject to change without notice. 

CIRCLE 18 ON FREE INFO CARD 



FROM THF 

Getting great vocal takes and more 

Stephen Hague 
_ ■_ MF By Howard Massey 

With one foot in England and the other in 
his native U.S., Stephen Hague has a 
unique perspective on the art of making 
records. Keyboardist and cofounder 
(with Jules Shear) of the short-lived, late-
'80s cult band Jules And The Polar 
Bears, Hague soon forged a career as 
one of the most prolific alternative music 
producers. In addition to crafting hits for 
Erasure and Orchestral Manoeuvres In 
The Dark, Hague collaborated with the 
Sex Pistols ’ infamous manager Malcolm 
McLaren and equally infamous lead 
singer Johnny Rotten on several of his 
post-Pistols Public Image Limited offer¬ 
ings. Work with other new wave/next 
wave artists followed, including Jane 
Wiedlin, Pere Ubu, New Order, Siouxsie 
And The Banshees, and, more recently, 
with English chart-toppers Blur, Manic 
Street Preachers, and Marc Almond. In 
between, he's even found time for a few 
mainstream projects, including a string 
of albums with the teen-idol Pet Shop 
Boys, as well as Robbie Robertson's 
1991 offering, Storyville. 

We spoke with Hague shortly before 
he was to leave his project studio in 

Woodstock, New York and begin yet an¬ 
other six-month journey in England. De¬ 
spite what had to have been a hectic 
time, he calmly shared his views about 
the art of making hit records on both 
sides of the Atlantic. 

EQ: You came into production 
from a musical background as op¬ 
posed to an engineering back¬ 
ground. How do you think that 
changes your approach to making 
records? 

Stephen Hague: I've been on ses¬ 
sions as a player when the producer was 
primarily an engineer, and I always found 
the lines of communication to be easily 
confused. Often you wouldn't know ex¬ 
actly what the guy was getting at — he'd 
be after more of a sensation than deal¬ 
ing with the specifics of musical arrange¬ 
ments or things like bar structure. 
Whereas when you’re on a session with 
a producer that comes from a musical 
background, you're talking the same lan¬ 
guage right from the word go. As a pro¬ 
ducer, I've worked with several excellent 
engineers who’ve struggled with things 

like, “Can you take it from bar three of the 
chorus?” and things like that. I always 
feel for them because they have to feel 
a bit outside the thing. And then I’ve 
worked with other engineers who had 
quite a straight-up musical background 
— one in particular was David Jacob; he 
was able to relate to string players on a 
level that I couldn’t. 

I think that a producer who has a 
background as a musician has a sym¬ 
pathetic view of the players and the com¬ 
fort levels of the session, and also has a 
better grasp on the line of communica¬ 
tions. I find I tend to be more sensitive 
musically overall. I’m not saying that they 
can't be great producers, but when you 
look at a lot of engineer/producers, they 
often end up coproducing with a quite 
strong-willed artist. Someone like that can 
be successful, but generally only if they 
team up with someone who provides a 
strong musical presence in the studio. 
One common thread that 

seems to run through a lot of your 
records is that the artist always 
sounds very relaxed; they always 
sound like they’re enjoying being 
there and as a result they give a 
great performance. What kind of 
techniques have you come up 
with through the years to elicit 
the best performance out of 
artists? 

Well, there's always a vibe in the stu¬ 
dio, although I’m not one of those kind of 
guys who does a lot of scene-setting. 
One really important thing in the studio 
environment is that everything works, be¬ 
cause there’s nothing worse than start¬ 
ing to get someplace and having a piece 
of equipment go down. But beyond that, 
just try and keep it relaxed and not make 
it too precious or pressurized. There are 
situations where the schedule has you 
under the gun, and things have a differ¬ 
ent dynamic. 

But in general, particularly with vo¬ 
calists, I always stress the fact that the 
singing can take place any time they 
want, for the most part, and at all differ¬ 
ent points across the running of the pro¬ 
ject. I’ve always found it dangerous to set 
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aside a week where you have to do all the 
backing vocals or all the vocals, because 
that’s when the vocalists tend to get sick. 
[Laughs.] I'll also do a lot of takes with the 
vocalist so as not make them feel like, if 
they blow something, then they can't go on. 
I don’t like that process where you keep 
singing the first verse over and over again 
and you keep dropping in and you grab a 
line here and there. I like to do linear takes, 
and as many as they've got in them. Peo¬ 
ple usually peak after a few takes, and then 
you might do a couple more where you 
might catch a few things. Afterward, I'll sit 
down and I’ll do a comp of the vocals to 
one track and then listen to it with the artist. 
At that point, we may find that we got some 
of it but not all of it, so I'll often do another 
round of vocals, but usually at a later date. 
It's all designed to make it so they are nev¬ 
er really on the spot. That's actually the op¬ 
posite way that a lot of great records were 
made in the '60s, when they would go in for 
three hours and come out with something 
that we still listen to today. But it’s just a way 
of doing vocals that works for me. 

What do you listen for in terms of 
a great vocal take? When do you 
know it’s nailed? 

That’s one of those quite abstract 
things, like so many times during this 
process. It’s very, very subjective and very 
much a matter of taste. Sometimes I'll hear 
records where I will just be sure that the 
singer could have delivered something 
more, but they might be very successful 
records. So it’s sort of organic on one lev¬ 
el, where what's right for the track is not 
necessarily the most blazing, over-the-top 
vocal performance. It’s not always the one 
where you’re singing your guts out all the 
time, which I think can be a problem for a 
few artists out there right now. It’s a very 
subjective thing and it has to do with the na¬ 
ture of the song and the session and the 
singer. 

Some of the work I did in the mid-’80s 
was with some English acts where the 
singers weren't really singers per se. There 
was a really charming English thing — you 
know, that kind of "pretty boy who can’t 
quite sing" thing — and I would often work 
really hard to get those sounding confident 
and upfront from somebody who's not ac¬ 
tually confident or upfront. That's a case 
where you do lots of vocal takes and not 
worry about pitch and all that stuff, because 
I could alter the pitch later on in certain lines 
when the moment was there but the pitch 
wasn’t. Having gone through that process 
with me — after I see them through it — 
then their confidence level can go up 

because they can see, "Well, I can sound 
good." That makes a difference to the ses¬ 
sion, particularly if you’re doing an album. 
I always make a point with somebody who’s 
not a great singer to try and get a couple 
of really good vocals together early on, 
whatever it takes, just so they have those 
under their belt and they feel better about 
themselves. 

I don’t like to over-analyze things as 
we’re working. I’ll say really simple things, 
like, “I think you should hit the chorus a lit¬ 
tle harder," or "I don’t think you're getting 
the most out of that line." I’ll make really 
simple suggestions — not particularly artis¬ 
tic suggestions as much as practical nuts 

WHAT’S RIGHT 
FOR THE TRACK 
15 NOT NECES¬ 

SARILY THE MOST 
BLAZING, OVER-
THE-TOP VOCAL 
PERFORMANCE. 

and bolts kinds of things like louder, soft¬ 
er. Just to get somebody in the right ball¬ 
park and then often, when they’re settled 
into the right basic way of singing it, that’s 
when the multiple takes will start to pay off. 
Then you can always choose the best part. 

Do you go out in the studio and 
listen to the voice before recording 
it? Do you audition different mies, 
or do you leave that up to the en¬ 
gineer? 

I certainly approve the mic selection as 
we go along. Of course, some singers 
sound better on some mies than others. 
With Chrissie Hynde, I actually used a | 
Shure Beta 88, which is a handheld mic, a | 
stagey sort of thing, but there was some¬ 
thing about it. It wasn't very detailed, but 
she has so much character in her voice that 
I didn't miss that part of it at all. Other peo¬ 
ple really only come to life on a really ex- | 
pensive Telefunken. Often with an album | 
project that's just beginning, we'll set up 
five or six mies and just run through a cou¬ 
ple of things while switching between them. 
You can usually tell pretty quickly. It’s rare 1
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that we'll be in the middle of doing vocal 
takes and I'll change the mic. 

At times I’ve even used vocals or parts 
of vocals off low-quality demos, and you 
can almost always get things to match up 
if you really need to. I’m not downplaying 
the importance of mic selection, but, on an-

I other level, what they're putting out is the 
I most important thing. As long as, techni¬ 

cally, it's not getting in your way, like ma¬ 
jor “p's” popping or sibilance. With some 
singers, the sibilance thing can be a fac¬ 
tor in certain mies that you’d want to avoid. 

Do you record vocals with com¬ 
pression? 

Very, very light compression. For the 
past couple of years, I’ve usually been 
recording vocals to a Focusrite Red as the 
preamp. I usually bypass the mixing desk 
for most things — with drums, of course, 

“PEOPLE COULD 
NOT WAIT TO GET 

AWAY FROM 
ACETATE WHEN 
TAPE CAME 

ALONG, 50 NOW I 
WONDER WHY 
EVERYONE’S 

STRUGGLING WITH 
LETTING GO OF 

ANALOG.” 
you can’t really avoid it. 

So I just use a little bit of compression. 
That's one thing to really watch out for, be¬ 
cause if you record something with too 
much compression, you can never get rid 
of it. Whereas if you just record it in such 
a way that you are not peaking out in your 

I recording format, then you can add as 
I much as you want at any point later in the 
1 process. But you can never, never get rid 
. of that thing when someone sounds like 
I they’ve got their face pressed up against 

a plate of glass; it’s not always a pretty 
sight. On some things, it's perfect, and 
some singers that I’ve worked with like to 
hear a lot of compression in their ‘phones 
while they’re singing, but that’s something 

that you just set up on a sidechain so that, 
when they are getting their foldback, it can 
be heavily compressed or really bright. 
Whatever they like to hear that gets them 
to do it, that's what I always try to give them. 

You’re primarily a keyboard 
player. How do you approach 
recording keyboards? 

I have my setup configured in such a 
way that, when I’m looking for sounds, I take 
a signal out of the master MIDI controller 
into all my gear and then start auditioning 
with everything playing. Sometimes that can 
speed things up: Instead of going through 
the libraries of one machine, I’ll occasion¬ 
ally stumble on combinations that work. I'll 
often go through amps or effects pedals; 
I've got a [Une 6] Pod and I’ve been using 
that quite a lot for keyboards. I also use the 
Roland G3 Leslie simulator. It has an over¬ 
drive function that’s not like any distortion 
box I've ever heard. I generally use it to em¬ 
ulate the sound of a rotary speaker being 
driven, but I often stop the rotary effect and 
just use the overdrive. I also went though a 
period where I was buying lots of those lit¬ 
tle tiny toy amps — the little plastic Mar¬ 
shalls and things like that — and overdriv¬ 
ing those and putting a mic on them, 
sticking them in back of a room under a 
blanket. But everybody's doing all those 
kinds of tricks now — environmental things 
like putting an amp and a speaker out in a 
stairwell or in a chimney or something. If 
you’re working in a project studio, you can 
try experiments like putting a Pignose in the 
shower and that sort of thing. 

How do you typically record 
acoustic piano? 

It depends on whether the piano is car¬ 
rying the track. If that’s the case, I’d often 
want to get the big professional well-miked 
sound. But I also like mono piano signals. 
I find the right place to place a relatively 
non-dynamic mic and then compress it. I 
also record quite a lot of not particularly 
good pianos; spinets and uprights and stuff 
like that. Instead of struggling to get them 
to sound like a Steinway with four mies and 
loads of great outboard, I'll just put up a mic 
in a sympathetic spot around it somewhere. 

Also, sample-wise, piano is getting a lot 
better now. The [Nemesys] Gigasampler 
has a stunning piano sample, so all that's 
getting pretty sophisticated. 

Are you doing a lot of digital 
recording? 

I’ve been digital since 1984.1 was one 
of the first guys over in England that was 
using the Sony 3324’s — I had two of them, 
although I don't use them anymore. I nev¬ 
er actually owned their 48-track, but I use 
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it a lot, particularly when I get to the mix¬ 
ing stage. The Sony's can get a little 
crunchy up top, but that just became part 
of what I liked about them after awhile. But 
for the past three years, I’ve been using 
[Otari] RADARs. They can get a little cranky 
sometimes, but I love them — they're really 
good machines. For a lot of guys moving 
over from analog, I would say the RADAR 
is the closest — it does a bit of that thing 
that analog does. 

I think analog is one of the great over¬ 
mystified formats. People couldn’t wait to 
get away from acetate when tape came 
along, so now I wonder why everyone’s 
struggling with letting go of analog. People 
know what it does to the signal — I use ana¬ 
log tape machines basically as a piece of 
outboard gear. I’ll set up a Studer really, re¬ 
ally hot to smash it onto the analog and then 
bring it back into digital. 
Do you use tube gear the same 

way? 
Not too much, no. When it comes to mix 

time, then lots of different outboard gear 
comes into play, but in the recording 
process, I like to use the Focusrite stuff — 
I’ve got their stereo mic preamps and com¬ 
pressors, plus some API things — and I 
think that sounds really good. I like to go 
through that kind of gear for the tape path. 

Do you mix to analog? 
I mix to DAT and half-inch analog at the 

same time, and, while I often use the half¬ 
inch, certain kinds of program material just 
sound better off the DAT. 

So you’ll multitrack digitally and 
then mix in the analog domain. 

Yeah, that’s the general rule, though I 
sometimes use the DAT mixes. I will use an 
analog console and analog outboard gear 
during the mix; I mix on an SSL, more or 
less exclusively. 

Is the mix something you leave 
to your engineer, or are you very 
hands-on? 

I'm very hands-on, though I don't like to 
set the mix up. There are two or three peo¬ 
ple that I like working with; we kind of know 
what to expect from each other. I really like 
someone to go in initially without me being 
there. Sometimes I’ll go in when we’re start¬ 
ing, just to say I have this or that in mind — 
so we don’t have to backtrack later on — 
but as far as getting the bass drum sound 
together and establishing the spatial 
aspect, I know how to do it, but I just don’t 
enjoy it. I think there is quite a valuable mo¬ 
ment when I walk in and hear the mix the 
way they’ve set it up — it allows me to 
immediately spot the things that are not 
working for me. In the case of these guys 

who I work with regularly, there is almost al¬ 
ways something that I wouldn't have heard 
quite like that — I wouldn't have set it up that 
way myself — but then I’ll really like it. You 
can always put it back the way you would 
have had it, but you wouldn’t get that mo¬ 
ment where someone else contributed. 

I do all my own [fader] riding, though. 
Once the mix is set up, I sit down for a few 
hours and I establish all the final relation¬ 
ships. It’s like everything else in this process 
— it’s just a matter of taste. I certainly leave 
it to the engineer as to whether something 

is going to actually hit the mix tape okay as 
far as levels and signal-to-noise ratio and 
all that sort of stuff. Sometimes I'll consult 
someone and say, “Is this going to be okay 
in the cut, compared to the hi-hat bright¬ 
ness?” and those kind of technical ques¬ 
tions, but other than that it’s really just a 
taste thing. I just try to make it sound like I 
was always hoping it would sound. 

This interview is excerpted from Howard 
Massey’s new book Behind The Glass, now 
available from Miller Freeman Books. 
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TECHNIQUES 
SESSION LOG 

Recording an acoustic bass 
quartet requires careful planning 

Recording 

BassResp 
By Benjamin Tomassetti 
BassRespanse is an acoustic bass 
quartet playing primarily improvisa¬ 
tional music. With such unique instru¬ 
mentation — four upright acoustic 
basses — and artistic focus, I welcomed 
the challenging prospect of recording 
this ensemble. My goal was to capture 
the improvisations in as clean a manner 
as possible, and to provide the musi¬ 
cians with a recording environment that 
promoted creativity. 

Physical Setup 
The group was recorded in an acousti¬ 
cally isolated, rectangular room with a 
parquet wood floor and some acoustic 
treatment on the walls and celling. The 
overall effect is a moderately dry space 
with ample early reflections. In one cor¬ 
ner of the room is an iso booth, which 
changes the shape of the main recording 
space. Each performer was set up in a 
corner of the room in front of an acoustic 
baffle. These baffles were placed to “cut 
the corner” of the room in an attempt to 
eliminate bass build-up (the floor plan of 
the session is illustrated in fig. 1). 

After watching each player warm up 
on their instrument, I listened for the 
sweet spot on each bass. It should be 

noted that these musicians regularly use 
“extended” techniques and employ 
auxiliary percussion instruments as 
musical implements when playing. With 
that in mind, I had to be very careful with 
mic placement in order to capture the 
most accurate sound of the instrument 
while simultaneously keeping the mic 
from being hit or in the way of the vari¬ 
ous techniques. The microphones used 
were two Neumann U 87's set to car¬ 
dioid and two AKG C414 B/ULS’s, also 
set to cardioid. None of the mies had 
their pads or bass roll-off filters en¬ 
gaged. The microphone preamps I used 
were those in a Soundtracs Solitaire 
console, and the session was tracked to 
a Studer A-80 Mk III analog multitrack 
running BASF 911 tape at 30 ips. No 
noise reduction was used. 

Microphone Placement 
Watching the four performers play and 
listening intently to each individual in¬ 
strument was arguably the most crucial 
part of the entire process. My goal was 
to capture the desired sounds without the 
use of EQ; this was accomplished with 
mic selection and placement. 

On the first bass, an AKG C414 was 
set up approximately 12 inches in front 

anse 
and 8 inches above the bridge of the in¬ 
strument, tilted somewhat upward toward 
the fingerboard. When compared to the 
other three bassists, this player has a fair¬ 
ly bright tone, used more auxiliary per¬ 
cussion instruments, and also slapped 
the sides of his bass as hand percussion. 
This instrument was panned hard right in 
the final mix. 

The second player was also record¬ 
ed with a C414. The mic was placed a 
little closer to the bass and a bit high¬ 
er above the bridge than with the first 
bass. It was pointed more or less 
straight at the instrument. This player 
was not as physically energetic in his 
movements, and didn’t employ as wide 
an array of other percussion instru¬ 
ments. He did occasionally hang a small 
set of bells from one of the bass’ tuning 
pegs. These bells were accurately 
recorded by the C414 and required no 
special treatment to be heard in the fi¬ 
nal mix. This instrument was panned 
midway between hard right and the cen¬ 
ter in the final mix. 

A Neumann U 87 was used to record 
the third bass. The mic was placed ap¬ 
proximately 10 inches in front and 10 
inches above the bridge, and angled 
slightly toward the left shoulder of the in¬ 

strument, providing a 
clean, woody sound. 
This performer used no 
auxiliary percussion in¬ 
struments; the track was 
panned midway be¬ 
tween center and hard 
left in the final mix. 

The fourth instrument 
was also recorded with 
a Neumann U 87 posi¬ 
tioned around 14 inches 
in front of the instru¬ 
ment, approximately 
eight inches above the 
bridge. The microphone 
was aimed slightly to 
the left side of the in¬ 
strument, midway be¬ 
tween the shoulder of 
the bass and the f-hole. 

FIGURE 1 : Each bass was placed in front of an acoustic baffle. The baffles were 
set up to reduce bass build-up in the corners of the room. 
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Power Tools For Your Ears... 
Headphones are critical to the success 
of your recording project. Years of creative 
effort, thousands of dollars in studio time 
or equipment, and the future of your 
professional music career depends upon 
the stereo mix that you hear prior to 
mastering. 

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

✓ Superb stereo imaging and unsurpassed 
depth of field. 

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

every nuance of your production. 
✓ Extraordinary comfort without ear 

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

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

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

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

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

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

for information in the United States 
1.800.293.4463 
e-mail: salesUSA@beyerdynamic.com 
www.beyerdynamic com 

for information in Canada 
1.888 567.5940 
e-mail:salesCAN ADA@beyerdynamic.com 
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TECHNIQUES 
SESSION LOG 

This produced a woody sound with a fair 
amount of attack during pizzicato pas¬ 
sages. This player was the most physically 
aggressive of the four musicians. He tend¬ 
ed to move while he played, so it was a 
balancing act to capture the sound of the 
instrument, strive for acoustic isolation, 
and keep the microphone out of harm's 
way during the more “vigorous” musical 
moments. The fourth bass was panned 
hard left in the final mix. 

One of the pieces included a guest 
vocalist improvising poetry with the other 
musicians. She was recorded through an 
Electro-Voice RE20 microphone placed ap¬ 
proximately six inches in front of her. Since 
she was in the main room with the en¬ 
semble, it was important to have as natur¬ 
al a microphone as possible, with minimal 
proximity effect and adequate off-axis re¬ 
jection. The RE20 proved to work quite well 
for the situation, and everyone was pleased 
with the vocal track. 

Cue Mix and PErformEr Comfort 
Typically, classically trained musicians are 
uncomfortable wearing headphones and 
listening to themselves through a head¬ 
phone cue mix. Because the nature of 
their music is improvisational, it was vital 
that the players were as comfortable as 
possible. I chose not to use headphones 
— the musicians received all of their 
musical cues acoustically. For communi¬ 
cation with the control room, a set of head¬ 
phones was given to the fourth bass play¬ 
er, who then communicated to the 
ensemble. This worked well, and didn’t 
hinder the musicians in any way. 

The Mix 
Neither punching nor comping were em¬ 
ployed during these sessions, and there 
was very little digital editing in postpro¬ 
duction — the editing that did occur was 
primarily to remove the occasional “preg¬ 
nant pause" from a take to create a more 
flowing musical texture. The last piece, 
which included two guest saxophone 
players, was edited in order to fit it onto the 
CD, but that was the only one with any sub¬ 
stantial editing. 

The mix was somewhat complicated, 
not because of outrageous processing 
and effects, but because the musical 
textures were complex, and shifted 
rapidly during the heat of the improvi¬ 
sations. Artistic decisions as to the fore¬ 
ground, middle ground, and back¬ 
ground musical content had to be 
made many times throughout a single 
composition. And it should be noted 

that, because the musical textures 
were complex and active, multiple in¬ 
terpretations were valid. Fortunately, 
there were few instances of disagree¬ 
ment during the process, and on those 
occasions where there were differing 
viewpoints, a consensus was fairly 
easy to reach. Each of the individual 
bass tracks was judiciously compressed 
during the mix and a touch of reverb 

THE MIX WAS SOME¬ 
WHAT COMPLICATED, 

NOT BECAUSE 
OF OUTRAGEOUS 
PROCESSING AND 
EFFECTS, BUT 
BECAUSÉ THE 

MUSICAL TEXTURES 
WERE COMPLEX, AND 
SHIFTED RAPlbLY 

DURING THE HEAT OF 
THE IMPROVISATIONS. 
was applied. The overall affect is a 
clear, natural sound with ample sepa¬ 
ration between the instruments. 

The Gnds Justify thE Means 
Through careful planning, listening, and 
microphone placement, we were able to 
record a musically satisfying project that 
accurately reflects the artistry of this un¬ 
usual ensemble. By adhering to simple 
yet effective artistic techniques during the 
mix and premastering sessions, we were 
able to bring the pieces into a unified and 
complete whole. While this style of music 
is not for everyone, working collabora¬ 
tively with musical artists to bring their 
artistic vision to fruition is what this busi¬ 
ness is all about. 

Dr. Benjamin Tomassetti is the director of 
the Audio Technology Program at American 
University in Washington, D.C. He may be 
reached via email at benji@american.edu. 
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LAVISH 

FROM THE OUTSIDE, LAVISH STUDIO IS 
NOTHING REMARKABLE - JUST A SQUAT, 
ONE-STORY BUILDING IN A BLEAK INDUSTRIAL 
AREA OF BURBANK, CA. BUT INSIDE, IT’S LIKE AN 
ARABIAN NIGHTS FANTASY. RED AND GOLD CHINESE LANTERNS 
HANG FROM A CEILING SWATHED IN SCARLET SILK. ORIENTAL CARPETS 
COVER THE FLOORS AND CEILINGS... 

"The studio started out with an 
idea I had," says its owner, Stone 
Temple Pilots lead singer Scott 
Weiland. “Just the general concept 
of creating a vibe. On the technical 
side, things grew from that point.” 

Lavish is where work proceeds 
on the numerous projects that Wei¬ 
land tends to have going at any giv¬ 
en time. Outside the world of STP, 
he has done production work on 
the new Limp Bizkit album, Choco¬ 
late Starfish and the Hot Dog Fla¬ 
vored Water, and its predecessor, 
Significant Other. The prolific singer 
and songwriter is always at work on 
some solo track or other, including 
soundtrack tunes for the recent fea¬ 
tures Ready to Rumble and Austin 
Powers: The Spy Who Shagged 
Me. And he recently finished pro¬ 
duction on the inaugural release 
from his new label, Lavish Records. 

It’s the debut album from hip-hop 
duo the Underdogs, one of whose 
members Weiland met while 
serving time in a Los Angeles 
correctional facility in 1999, on 
drug-related charges. 

Weiland’s problems with heroin 
addiction are as legendary as his 
keen fashion sense. But while the 
singer is dressing as sharply as 
ever these days, he’s been clean 
and sober for over a year. He’s re¬ 
cently remarried to model Mary 
Fosberg, and expecting his first 
child. Keeping busy is an important 
part of Weiland’s recovery process. 
Recently, he has been keeping on 
top of a full touring schedule with 
STP and a long list of projects at 
Lavish. 

“It has a lot to do with being ac¬ 
tive and pursuing my muse,” he 
says. “It’s a great feeling to be 

inspired. Whether you're inspired 
to make love to your wife, inspired 
by the upcoming birth of your first 
child, inspired to write a song, or 
to be an instrumental part in the 
making of someone else’s album." 

Lavish Studio got started in 
1997, around the time Weiland be¬ 
gan recording his first solo album, 
the fiercely experimental yet infec¬ 
tiously melodic 12 Bar Blues. “The 
studio was originally in my house,” 
he says, “in one of my empty 
rooms. But my ex-wife [Janina] 
quickly tired of that. And that forced 
me into moving into the Burbank 
space before I was actually plan¬ 
ning on it.” 

One of Weiland’s first moves was 
to equip the studio with a vintage 
Neve broadcast console: ten chan¬ 
nels of 1066 input modules. “I 
searched all over the United States 
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Except the Coffee. 
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Everyone is looking for the right solution for computer-

'J 

based recording: a system that not only sounds good, 
but also deals with the unexpected hassles that can 
come with the territory. You need more than a 
soundcard with mic pre’s, you need something that 
actually helps you make music. 

That's why we made the Omni Studio The Omni 
emulates a "split console" mixer design, making it 
capable of adapting to many studio scenarios and 
providing solutions that would usually require a lot of 
gear. 

Now with the Omni Studio you can: 

• Utilize B ins/B outs to the PCI card and an 
additional 8 inputs to the mixer section 

• Record/monitor at 24 bit/9BkHz with no latency 
• Insert compressors on your mies 
• Buss to outboard FX or submixers 
• Mix to DAT/CD burner and cassette 
• Monitor your MIDI gear in playback and record 
• Track with 2 headphones and/or monitors 
• Forget about your gear and just make music 

The Omni i/0 is also available separately for use with Delta 66/44 cards. Coming soon... Omni Universal Compatibility Cable for adapting the Omni i/0 to any sounccard. 
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LAVISH 

I SEARCHED ALL OVER THE 
UNITED STATES AND THEN 
ENGLAND TO FIND THAT 
NEVE. I BOUGHT IT FOR 
ABOUT $12,000. IT'S 
WORTH QUITE A BIT 

MORfeTHAN THAT NOW. 
ALONG WITH ANALOG 

COMPRESSORS AND MY 
[NEUMANN] U 47 VOCAL 
MIC, IT GIVES US A GREAT, 

REAL SOUND. 

and then England to find that 
Neve," says the singer. “I got an 
amazing deal. I bought it for about 
$12,000. It's worth quite a bit more 
than that now. Along with analog 
compressors and my [Neumann] 
U 47 vocal mic, it gives us a great, 
real sound.” 

A Studer two-inch 16-track ma¬ 
chine provided the ideal comple¬ 
ment for Lavish’s Neve board. Al¬ 
though Weiland has since gotten 
into Digidesign's Pro Tools, he was 
fascinated by tape editing during 
the making of 12 Bar Blues. “It was 
how the Beatles must have felt 
making The White Album," he 
laughs. “It was an experimental art 
project. We would submix things 
down onto a half-inch machine and 
then splice tape to change 
arrangements and create loops. 
So everything was done the old-
fashioned way on that record. A lot 
of cutting tape and then slamming 
things back down onto the two-
inch machine.” 

Producer Daniel Lanois (Bob 
Dylan. U2) got involved in the latter 
stages of the project. “I came in on 
Scott's invitation to mix part of 12 
Bar Blues,” he recalls. “And I found 
his music to be real inventive. In 

fact, there's a specific song of his, 
‘The Take,’ that I’ve always ad¬ 
mired. In terms of production, Scott 
pretty much did that song all on his 
own." 

Lanois pronounces Lavish “a 
cool little place. One thing you got¬ 
ta say about that little Burbank stu¬ 
dio is that it's got a great sound. 
That’s the kind of thing you just get 
lucky with. They moved into a ware¬ 
house. They built a stage. And it 
just happens to have this really 
good, dense musical sound.” 

But shortly after 12 Bar Blues 
was completed, Lavish Studio — 
and its owner — fell into a dysfunc¬ 
tional state. Weiland was in and out 
of rehab facilities, and his studio 
was literally ransacked by hangers-
on. All that changed, however, with 
the 1998 arrival of Doug Grean, 
Weiland's current partner in Lavish. 

“When I got here there was a 
broken two-inch 164rack and lots of 
missing equipment.” Grean recalls. 
“You know, the mic pre and EQ 
modules on the Neve consoles can 
be removed. They used to be worth 
two grand apiece. Now they’re 
probably worth more. And Scott's 
were all gone. So me and Scott's 
manager and a couple of other 

people had to hunt down the peo¬ 
ple who'd taken the gear and get 
some of it out of pawn.” 

An L.A.-based guitarist, produc¬ 
er, and engineer. Grean met Wei¬ 
land through his (Grean's) older 
brother, who was running the 
kitchen at Impact, a Pasadena re¬ 
hab facility where Weiland under¬ 
went treatment. 

“Scott made me a proposition," 
Doug recalls. “He knew I was a re¬ 
covering addict, too, which I think 
was important to him. So we 
worked out a deal. I had a little 
ADAT studio over in Culver City. I 
ended up bringing all my recording 
gear over to Scott’s studio.” 

Under Grean’s management, 
Lavish has become a fully func¬ 
tional recording facility — consid¬ 
erably more advanced than it was 
at the time 12 Bar Blues was 
recorded. The heart of the current 
setup is a Pro Tools Mix system 
that runs on a Macintosh 9500 
tweaked out with a G3 upgrade 
card, extra monitor card. 36 GB of 
hard drives, three tape drives, and 
a 4X CD burner. Two Digidesign 
882's provide A-to-D and D-to-A 
conversion. 

Although the 9500 is an older 
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Mac, Grean says he prefers it to 
some of Apple’s new models when 
it comes to Pro Tools applications: 
“The problem with those G3 and 
G4 boxes is that they only have 
three expansion slots. Whereas the 
9500 and 9600 were the biggest 
Macintosh chassis ever made. 
They have the most RAM and cer¬ 
tainly the most PCI slots. You can’t 
beat them for that. But, having said 
that, I’ll probably eventually go to a 
G 4- anyway.” 

Lavish’s Pro Tools system is 
supplemented with all the usual 
satellites: three Alesis ADATs left 
over from pre-Pro Tools days, 
and a MIDI rig that includes an 
Alesis S4 Quadrasynth Plus and 
Oberheim Matrix 6R tone mod¬ 
ules, an Alesis QS6 as master 
keyboard, and Opcode 128X 
MIDI interface. “We don’t really 
do that much MIDI stuff,” Grean 
says. “There are maybe one or 
two MIDI tracks on each of our 
sessions. It’s mostly audio.” 

The ADATs still come in handy: 
“When Stone Temple Pilots were in 
rehearsal for No.4 [their most re¬ 
cent studio album],” says Grean, “I 
gave their sound guy a couple of 
ADATs and he would make these 
rough tapes of the songs with no 
vocals. We'd bring them into the 
studio here, turn the machines on, 
and Scott would write all the vocals 
here. This way, he didn’t have to 
deal with the whole band watching 
himi write the words and the 
melodies. And then I would mix 
that down onto DAT and it would 
go over to Brendan [O'Brien, STP’s 
producer]. It worked really well for 
them. In the past, I understand, 
Scott used to wait until the last 
minute to write the words and 
melodies. So he’d be writing in 
some big studio, which is obviously 
more expensive, stressful, and 
risky. What if he didn’t come up 
with anything?" 

Weiland and Grean have com¬ 
bined Lavish's digital recording rig 
with an analog front-end. In addi¬ 
tion to the ten channels of Neve 
1066 modules, the studio is 
stocked with a good supply of 
tube mies and pres. “We have a 
Neumann U 47, a Groove Tubes 
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LAVISH 
I REALLY FEEL THAT THIS 
IS AN UNSAFE TIME -
ESPECIALLY IN ROCK ’N’ 
ROLL - FOR A NEW 

ARTIST TO SIGN WITH A 
MAJOR RECORD LABEL, 
BECAUSE OF THE WAY 
THEY'VE ALL CONSOLI¬ 
DATED. UNLESS YOU 

HAPPEN TO BE WHAT IS 
BEING PLAYED AT THE 
MOMENT, YOU’RE GOING 
TO HAVE A HARD TIME. 

System Three tube mic, some 
[Shure SM]57’s, and some Earth¬ 
works mies that are hot,” elabo¬ 
rates Grean. “We also have a 
stereo tube mic pre that’s custom-
made by a guy named Bob Moran 
and an [Urei] LA-3A. All the guitar 
amps that we have here are tube 
amps. We’ve got a Vox AC30, a 
Fender tweed from the early ’60s, a 
Mesa Boogie, and a Groove Tubes. 
So we use as many tubes as we 
can on the front-end and go right 
into Pro Tools.” 

“My favorite mic for my own 
voice is the U 47,” Weiland adds. 
“At times, I like using the natural 
compression that takes place on an 
old tube mic, just as an effect. If 
you ride the Neve pretty hot so the 
mic is very sensitive, and then get 
right up close, you can break up 
the sound and get a bit of fuzz, kind 
of like what John Lennon used to 
do on some of the mid-to-later Bea¬ 
tles recordings, like ‘Revolution.’ 
And sometimes I’ll use a U 47 to 
sing the choruses of a song and 
get a really fat, massive, warm 
sound. But then, for the verses, I’ll 
sometimes sing through a con¬ 
denser mic or a little drum mic or a 
mic through a guitar amp just to 

change the tone. It’s always inter¬ 
esting to experiment with mies that 
are less conventional. My biggest 
influences as a singer would proba¬ 
bly be David Bowie, John Lennon, 
and Jim Morrison. And two out of 
those three — Lennon and Bowie 
— had several different voices that 
they would use for different songs 
or even different parts of the same 
song. I picked up on that — the 
concept of using my voice as an in¬ 
strument. So there are different 
mies I use to get those different vo¬ 
cal sounds. 

“And also different effects. When 
I’m getting a slap-back effect, I like 
to use actual tape delay. I like those 
old Echoplex systems. And I also 
like to use guitar pedals for vocals. 
You can get some interesting 
sounds that way. Of course, I use 
the Eventide [Harmonizer], It’s a 
pretty standard thing. Everyone 
uses it because it seems to do so 
much. But what I don’t like, in 
recording vocals for albums, is us¬ 
ing the Eventide to double a vocal 
part. I do that as little as possible. It 
just seems to be such an overused 
sound. When I’ve worked with Fred 
Durst, as an assistant producer on 
the last two Limp Bizkit albums, I 

tried to inspire him not to rely on the 
Eventide doubler so much. Singers 
will sing with a little bit more pas¬ 
sion, a little bit more authority, when 
that’s not being relied on. To get a 
fat, double sound, if that’s needed, 
the best thing is to just double-track 
it — sing the part twice." 

Weiland is a fan of innovative ef¬ 
fects processing on all sound 
sources, not just vocals. For these 
purposes, Lavish is equipped with 
an Alesis Quadraverb Q20 and 
Midiverb 4, a Yamaha Rev 7, a dbx 
153IP EQ, and a dbx 166 compres¬ 
sor, among other things. “Our cur¬ 
rent favorite is the SansAmp,” says 
Grean. “We use it for everything but 
guitars. The more f’cked up Scott 
and I can make something sound, 
the better we like it. That’s why we 
get along so well. Another big fa¬ 
vorite right now is the Access Virus 
[synth]. And my favorite guitar ped¬ 
al at the moment is the [ElectroHar-
monix] Dr. Q. Anything that gives 
you any kind of filter effect is great. 
We totally abuse it." 

All this sonic mayhem is moni¬ 
tored through a Soundcraft Ghost 
LE 32 X 8 console connected to a 
pair of Mackie HR824 powered 
monitors and Yamaha NSIOM’s 
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THE DRUMMER’S DOMAIN 
driven by a Crown DC300A power 
amp. “But for anything that’s going 
to be major release — like Scott's 
tracks from Ready to Rumble and 
Austin Powers — I’ll go over to 
Cellb to mix on their GML-auto-
mated Neve console," Grean 
adds. “All the tracking, overdiub-
bing, and edits we’ll do at Lavish, 
taking all the time we need. Then I 
just bring my hard drive to Cello 
and mix in one of their rooms. I al¬ 
ways rent in a Pro Tools rig. We 
spend one day there and it costs 
us two grand plus the rig. As op¬ 
posed to spending five days there 
at two grand a day.” 

For the Ready To Rumble 
soundtrack, Weiland collaborated 
with former Beastie Boys turntablist 
DJ Hurricane on a cover of the 
Queen classic “We Will Rock You." 
“It’s a shame the track went to 
such a crappy movie,” Weiland 
shrugs. “It was their idea [the film 
music editor’s] to do that song. 
They spoke with Hurricane about it 
and he put down the original beat 
and sent it over here. Then Doug 
and I embellished the rest.” 

“There are four different drum 
loops on there,” Grean elaborates. 
“Two came from Hurricane and two 
came from me. Then there’s one 
loop of real drums, played by 
Scott's brother Michael, in the cho¬ 
ruses. We took it to Cello and one 
of the tracks was pumped through 
a Fairchild [compressor]. Magic.” 

Weiland’s heavily layered vocals 
and Grean’s guitar were both 
processed through the Virus. But 
beyond affording Weiland a cre¬ 
ative outlet, side projects like these 
also help fund Lavish. “I divert a 
chunk of what I make — including 
the two Limp Bizkit records I 
helped produce — into the Lavish 
Records account to keep things 
going. With those things, we've 
done pretty well.” 

By this point, Weiland has be¬ 
come a valued member of the 
Limp Bizkit production team, hav¬ 
ing contributed to both the mega¬ 
platinum smash Significant Other 
and the band’s new album, 
Chocolate Starfish and the Hot 
Dog Flavored Water. “Both times 
they called me when they were 

Scott Weiland isn’t the only member of Stone Temple Pilots with his own 
recording facility. STP drummer Eric Kretz has a full-blown project studio 
built into his home in the San Francisco Bay area. It’s been the site of many 
STP demo recordings and of a project that Kretz recently produced for 
local rock band Man Made God. 

“I started 10 or 12 years ago with the good old TASCAM four-track,” says 
Kretz. “And things just grew from there. Working with great engineers like 
Brendan O’Brien, Nick DiDia, and Jack Joseph Puig in STP, you get a lot of 
great tips on what gear to buy.” 

Kretz is particularly proud of his vintage Neve sidecar, a broadcast 1073. “It 
came out of the BBC,” he enthuses. “I got it from some of the crew guys from 
the Rolling Stones. They’ve been smart enough to find these pieces from all 
over the world. They buy them, resell them, and, of course, make a killing. So 
many boards sound technically correct, but they seem to lack character. But 
as soon as you plug into a Neve or the Tube Tech preamp, which I also love, 
it’s so easy to get a good sound. All you need is a mic, mic pre, and compressor.” 

Kretz uses his Neve as a front-end to three TASCAM DA-88’s fed with Apogee 
converters. “But I’m going to get either an Otari or Studer two-inch [analog 
24-track] machine. From working on two-inch with Stone Temple Pilots, I know 
that that sounds so much better. I might combine a two-inch machine with one 
of the new TASCAM DA-98 s.” 

In addition to the Tube Tech mic pres, outboard gear at chez Kretz 
includes Demeter mic pres and vintage dbx, Pultec, and Teltronix 
compressor/limiters. “I ve also got a Roland Space Echo,” he adds, “which 
is always a great thing for softening up a digital signal a little bit.” 

The studio's Mackie digital eight-bus console is used mainly for monitoring, 
according to Kretz, although he did use it to mix the Man Made God project. “I 
needed the automation,” he says. “One of the challenges in recording that band 
is that they tune their guitars down to A. So there was just this humongous low 
end. The challenge was to have clean low end that wouldn't get too muddy. Mar¬ 
shall cabinets really rattle when you tune a Les Paul down that low." 

For monitoring, Kretz has Tannoy PBM12’s and Yamaha NSIOM’s, driven 
by a Hafler power amp. He mixes to a Panasonic DAT machine. The studio’s 
main room is an approximately 40 x 15 space that accommodates both 
control room and instruments. The latter include a Hammond B3 and 
Wurlitzer electric piano. There’s also a 14 x 10 cedar-!ined iso room, which 
Kretz uses for guitar amps and also for his drum kit. 

He has a good mic selection, and favors an AKG C414 for kick and Beta Shure 
57’s for snare. “They have a great upper midrange bite for snare,” he says. “For 
overheads, I might pull out [Neumann U] 87’s, 67’s, or my [Sony] C-12. But I’m 
really impressed with the tube mies Gene Lawson is making, and I have some 
of those as well. Seven out of ten times the Lawson mic works, and it’s not [as 
expensive as] the C-12. We used that mic a lot on STP’s Purple album. Most 
of the gear I have was tried out either on the STP records or the Talk Show 
record.” ¡Talk Show was the band that Kretz put together with STP guitarist and 
bassist Dean and Robert DeLeo during an STP hiatus in 1997-98.] 

Kretz uses a Tube Trap to the shape acoustics in his main room. “It’s a 
rectangular room, and the reflections were killing me,” he says. “There are 
windows on one side, which overlook lovely San Francisco. But, unfortunately, 
windows aren’t the greatest thing acoustically. Especially at a 90-degree 
angle to a wall. The big question was should I put $10.000 into redesigning 
a room in my house, or am I eventually going to outgrow this anyway? I’m 
already at that point, so the Tube Trap was a good interim investment. They 
sound good and you can put them anywhere.” 

For the moment, Kretz is staying put. His house is built into a hillside and 
the studio rooms are on the lower level. “The studio is embedded into the earth 
deep enough that I haven’t had any noise complaints from neighbors,” says 
Kretz, “as long as I m not banging on drums past midnight. Also, it helps to 
have neighbors over 60. They don’t hear too well.” 

Although Stone Temple Pilots are in full swing once again, Kretz, Weiland, 
and the De Leo brothers all have plans to do outside production work with 
up-and-coming artists. There’s a lot of creativity in this band,” says Kretz. 
“It’s good to have a few different outlets for it.” —Alan di Perna 
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LAVISH :-

ALWAYS PULLING IN INFLU¬ 
ENCES FROM DIFFERENT 
TYPES OF MUSIC...5O IT’S 

REALLY HARD TO SEE WflICH 
DIRECTION IT’S GOING IN. AND 
THAT’S THE BEAUTY OF BEING 
A SOLO ARTIST YOU CAN GO 
WHICHEVER WAY YOU WANT. 

mid-way through the recording of 
the album,” Weiland notes. “On 
Significant Other, they were work¬ 
ing with Terry Date as engineer 
and co-producer. Terry is a great 
rock engineer. He knows how to 
get really fat, massive sounds. But I 
think that his strength is more in the 
area of being a sonic guy. And I 
think they wanted someone who 
had more of a musical background 
[as co-producer]. Which is where 
my strength lies — in melody, 
arrangement, and song structure. I 
feel that they really wanted to push 
the envelope and show that they 
were a little more than just a 
rap/rock group. And I think they did 
that on a few songs. Unfortunately, 
those weren't the singles that were 
released to radio, except for ‘Re¬ 
arranged.’ That was a song where I 
definitely got Fred inspired to sing 

O a bit more melodically." 
5 On Chocolate Starfish, Weiland 
_i was called in to help snap Durst out 
W of a much-publicized case of 
5 writer’s block, which had pushed 
I— the album far past its initial project-
q ed release date. “It happens to the 

U 
in 

greatest,” says Weiland of Durst’s 
predicament. “So they called me up 
and I came down to the studio and 
we bashed a few things out right 
away. I think I helped him to re¬ 
spark the creative process. To dig 
deep. Inspired him to come up with 
stuff that was fresh and exciting. 
‘Cause they have a lot to live up to 
on this album.” 

As Weiland grew more confident 
and experienced as a producer, it 
seemed a natural progression for 
him to start his own' label. “It first 
began as Flaming Music Produc¬ 
tions, and that grew into Lavish 
Records," he says. “Because I be¬ 
gan getting involved in producing 
groups, I began having the oppor¬ 
tunity to sign some groups. I really 
feel that this is an unsafe time — 
especially in rock ’n’ roll — for a 
new artist to sign with a major 
record label, because of the way 
they’ve all consolidated. Unless 
you happen to be what is being 
played at the moment, you’re going 
to have a hard time. There are very 
few A&R people left who have any 
sort of vision, or who are allowed to 

have any sort of vision, based on 
the restrictiveness of radio formats 
and MTV. There aren't really peo¬ 
ple out there looking to break en¬ 
gaging new artists. And I think 
that's really sad. Pop culture is be¬ 
ing force-fed a lot of sh’t. Every¬ 
thing is sounding very monotonous. 
I really feel that the indie route is 
the only option for a great band 
that doesn’t sound like Korn, Limp 
Bizkit, or Creed. And I don’t neces¬ 
sarily mean having independent 
distribution. You can be signed 
with an independent company 
that’s going to look after your inter¬ 
ests and then use the distribution 
arm of whatever major label best 
suits your interests." 

Weiland is currently developing 
a power-pop/punk group called Su¬ 
perunit. But the first priority project 
for Lavish Records is the Under¬ 
dogs, whose gangsta rap creden¬ 
tials are certainly valid. 

“I met one of the guys while I 
was in jail," says Weiland, “and 
we became close friends. His 
name is Chucudi Ubani, a.k.a. 
SD. He’s from Inglewood — the 
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real deal. And from a different side 
of the street than I’d experienced 
living. But we had some things in 
common getting through the situa¬ 
tion we were in. We got in around 
the same time and got out around 
the same time. I knew he was a 
rapper and unsigned, and that he 
has a partner, Antoine Strong, 
a.k.a. Foe. But I never asked him 
to rap for me until about two 
months after we’d been in there. 
We were out in the yardl one day 
and I said to him, ‘The anticipation 
is killing me. You gotta just let me 
hear what you’re able to do.’ I just 
sort of busked a faux beat out of 
my mouth to the best of my ability 
— which isn't great — and he just 
freestyled over it. I was really quite 
taken aback. His words were, 'If 
you think this is something, wait till 
you see my partner and I togeth¬ 
er.’ So I said, ‘If your partner is 
anywhere near as good as you, 
when we get out of here I’ll take 
you over to my studio and record 
you.’ So I got out and I got them 
down to the studio. We recorded a 
few demos with DJ Lethal from 
Limp Bizkit, a few with DJ Hurri¬ 
cane, and a few on our own.” 

“We actually went out and bought 
an [Akai] MPC 2000 [hardware se-
quencer/sampler] fully blown with 
RAM and everything,” says Grean, 
“so they could fly out here from At¬ 
lanta, just bring their Zip drive, plug 
it in, and go. Then we tracked the 
vocals and did the mix here. It’s 
been an effort to get this whole thing 
done. Because we’re net rap guys. 
We're white rock guys.” 

But Weiland pronounces the pro¬ 
ject, “a lot of fun to do. And com¬ 
pletely non-restricting. Within pop 
music or rock 'n' roll, you’re limited 
to a key and a chord progression. 
But in building hip-hop beats there 
really are no rules. Now that ¡the 
record’s just about finished, we've 
been talking to Interscope and TVT 
about distribution, trying to figure 
out what will be the best situation for 
the Underdogs and for Lavish 
Records. It’s quite a thrill to be a 
partial facilitator in making some¬ 
one’s dreams come true." 

Weiland also uses Lavish Studio 
to turn his own musical visions into 

realities. “We’ve been working on 
Scott’s next solo record,” says Gre¬ 
an. “We have about eight or nine 
songs that are potential solo record 
songs.” The engineer adds that 
work on new songs has continued 
even while Weiland has been on the 
road with Stone Temple Pilots: 

“Two weeks ago, Scott came into 
town for a few days. He said, ‘I have 
this idea for a song.’ He just sang 
me some guitar parts and did mouth 
percussion for the drums. After he 
left, his brother Michael and I put all 
the parts together. I just FedExed it 
to him in Chicago. He’ll listen to that 
rough draft, make some notes, and 
we’ll change whatever he wants. It’s 
not a real fast way of working. But 
by the time he comes off the road, 
we’ll have quite a bit of the record 
done. We’ll probably just have to cut 
vocals, maybe do some arrange¬ 
ment: in Pro Tools, and then go mix 
somewhere.” 

But Weiland cautions that it still 
might be quite awhile until the long-
awaited sequel to 72 Bar Blues sees 
the light of day: “I'm always writing 
songs and stockpiling them. But, 
honestly, I don’t have a clue when I 
would put out another record be¬ 
cause of the level that STP is func¬ 
tioning at right now. We’re just now 
beginning to get back to the level 
that we left off at. [The band went on 
hiatus in 1997 in the wake of Wei¬ 
land's problems with addiction and 
returned to action in March of 1999.] 
It’s such a joy to be working with 
these guys again, and we’ve been 
really busy." 

But is the material that Weiland’s 
stockpiling as experimental as 12 
Bar Blues? 

“That’s hard to say," he laughs. 
“I’m always pulling in influences 
from different types of music...so it’s 
really hard to see which direction it’s 
going in. And that’s the beauty of 
being a solo artist. You can go 
whichever way you want. That’s one 
reason why I admire Beck so much 
as a performer, songwriter, and pro¬ 
ducer. His stuff is such a montage of 
sounds. My stuff doesn’t sound like 
Beck, but it has a similarity in so far 
as it’s a scattered mess — a pot¬ 
pourri of sonic designs that have 
great melodies and lyrics." ■ 
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Talk about being thrown in on the deep 
end: The very first session Thom Pa¬ 
nunzio ever assisted on was a tracking 
date for John Lennon’s Walls And 
Bridges album. That’s the way it was 
when you hung out in New York’s 
Record Plant studios in the mid-’70s. 
Scant months later, Panunzio was watch¬ 
ing (and helping) history being made as 
a fledgling artist by the name of Bruce 
Springsteen prepared to take the world by 
storm with Born To Run. 

Training under some of the top guns in 
the Big Apple — Jimmy Iovine, Shelly 
Yakus, Jack Douglas, and Bob Ezrin, to 
name a few—prepared Panunzio for his 
own stellar career as a producer and en¬ 
gineer. He soon became one of the lead¬ 
ing experts in the vagaries of live record¬ 
ing, working with Link Wray on Live From 
El Paradiso, with U2on Rattle And Hum, 
and, more recently, with Black Sabbath 
on their Reunion album and on the live 
Ozzfest releases. These days, Panunzio 
is based in the sunny climes of southern 
California, but his Yankee cap and Jersey 
accent belie his roots as a Noo Yawker, 
through and through. 



EQ: As an East Coast guy who’s 
now living in L.A., do you think 
there’s an East Coast sound as 
distinct from a West Coast sound? 

Thom Panunzio: Sounds repre¬ 
sent people's cultures, their neighbor¬ 
hoods, their environments, but right now I would say I see less 
difference [than before]. The world is more the same because 
of the Internet and computers — everybody in the Midwest 
knows what we're doing in California. When I first heard sounds 
from England when I was a kid, it was, "Wow!" Now everybody 
knows what’s going on in England even before it's a hit. 

But do producers in L.A. approach making a 
record differently than producers in New York? 

I think it's pretty much the same thing. When the sound need¬ 
ed to get bigger in the '80s, the rooms got bigger in California 
and they got bigger in New York. When kids started making 
records — hip-hop records or things with drum machines — it 
seemed like they did that because it was a cheap way and the 
only way to express themselves. They didn’t have the money 
to go get real drums and go into a real studio and do it, and it 
became universal once somebody figured out you could spend 
four thousand dollars instead of four hundred thousand dollars 
to make a record if you had these tools. 

It's the same thing now with computers and Pro Tools; there are 
Pro Tools rooms East Coast and West Coast. You can take your flop¬ 
py disk or your hard drives and go from one room to another, from 
New York to L.A. In fact, you can be in L.A. and record in New York! 
The technology has advanced so much and everybody’s using it to 
the utmost. There are people making records just with Pro Tools, and 
they're doing it on the East Coast as well as on the West Coast. 

One of the hardest things for the novice is getting 
sufficient low end but getting it tight enough so it’s 
not flabby and woofy. What techniques have you 
come up with for achieving that? 

A lot of times, you can’t do it with just a 
bass guitar — you’ve got to put some kind 
of low synth in with it, or you need to add a 
subsonic booster from a piece of outboard 
gear. On rap records and stuff, that’s how 
they get that low end; that’s not bass guitar 

— they’ve got toys that are adding all kinds of low end, and they 
use a lot of low-end synthesizer. That’s the way industrial music or 
any of the new real aggressive hip-hop music is made. The bottom 
is still there, like on other rap records, but you also have the other 
aggression on top of it. Basically, you've got to add stuff with the 
bass guitar. 

Do you compress bass during recording and 
again during mixing? 

Yeah, I like to limit bass a little bit on both. You just hear it bet¬ 
ter; it makes it punchier, and it’s easier to mix up a little louder. 

What sort of compressors do you use? 
If I want something fast, I’ll use a dbx 160 — that always 

worked for me. But if I want a great big bass sound, I’ll use 
old Neve limiters on both the direct and the mic. 

What kind of compression ratios do you use on 
bass? 

It depends so much on what the guy’s playing, so I don’t have 
any standard settings. If I have a Fairchild on the bass, I would set 
it differently than if it was a 160.1 also work in Jackson Browne's stu¬ 
dio when I can get in — it’s one of my favorite studios — and they 
have a lot of the old original Record Plant gear. Their old Raytheon 
limiter really works well on the bass — it’s big and ballsy yet clean 
— but you don’t see those in too many places. 

Do you prefer analog tape to digital recording? 
Tube to solid-state? 

I like to combine both worlds, but when I’m recording I like 
to get big, nice warm sounds, and it seems like the old tube gear 
works really well for that. I love working on SSLs; I think they are 
the best tools ever made, and I love the sound of them, but I like 

to combine the old and the new. If I can, I'll record 
at least the basic tracks on 16-track tape; I’ll then take 
that tape and transfer it onto a 48-track digital, and 
I’ll put the 16-track tape away so it won’t get used at 
all until it’s time to mix. Then you take it out and you 
rock! Your digital tape — which has been run a few 
thousand times through the machine — is still as good 
as the first day because it’s digital, so that’s a per¬ 
fect example of using both analog and digital. 

I like to mix to half-inch analog; to me, nothing 
sounds better. I’ll also run DATs as backup and oc¬ 
casionally, when you get into mastering, you might find 
that, for whatever reason, it sounds better on the DAT. 
What you hear coming off tape or analog gear isn’t re-
a//y what it is — the equipment is adding to the sound. 
Sometimes tape is compressing, and it’s adding 
warmth; it’s got a sound. But with digital, it is what it is. 
All I know is that I’m not hearing what I hear on tape, 
which is what I like. I like what I hear when I hit the tape 
really hard and I hear it compressing and distorting a 
little bit; I like having that as another tool to use. 

The same thing with Pro Tools. You make a record 
in Pro Tools and people say it’s got a sound or it’s dig¬ 
ital, but what you’re actually hearing are the converters. 
What it really comes down to is people buying the song 
and the singer; all the rest of it is just creating an at¬ 
mosphere and a vibe around that. So a lot of times you 

Panunzio is partly responsible for US's successful Rattle and Hum live disc. 
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get in and, especially in this profession, you 
spend days, hours, weeks to make the tini¬ 
est difference in the sound quality. We'll trav¬ 
el halfway around the world spending thou¬ 
sands and thousands of dollars just to make 
it that much better. You should always strive 
for that, but sometimes people get a little caught up in that. But if it 
works—if it sounds right—hey, that's what it's about, however you 
get there. 

How do you reconcile disagreements you might 
have with an artist — for example, if you’re convinced 
a vocal is not right but the artist is equally convinced 
that it’s perfect? 

You don't always see eye to eye, but I have two rules about 
this. One is that, at the end of the day, I never do anything that 
the artist doesn't want to do. It's not about me, it’s not about all 
these electrons, it’s about them. They're writing the songs, it's 
their face on the cover, they are going to live or die by the records 
— you are going to go on to do others. 

My second rule is that you always do what's best for the record. 
That rule is second because sometimes it contradicts the first rule 
[Laughs.], but I’ll lobby heavily for what I think is right. I like to work 
with people that have the same vision I do, where we're going for 
the same thing. So you’re not talking about apples and the other guy’s 
talking about oranges — you’re probably talking about something 
that's very minor, something that most people aren't even going to 
hear. What I like to do in a situation like that is, I say, "Look, at the 
end of the day, it’s your call, it’s your record, whatever you want — 
but let me have a version like this, let me do a mix of it like this or a 
piece of it like this. Just keep an open mind to it and at least try it." 
I’m not a Nazi. I’m not coming in to try to reinvent what the band’s 
about. I want to try to capture them and have the same vision they 
have. Okay, people can differ because there is no real right or wrong 
— sometimes it’s just a matter of opinion: is blue a better color than 
green? There’s no right or wrong to that. Sometimes it’s obvious that 
somebody’s flat or one vocal’s better than the other, but usually the 
guy's going to hear that. And usually, at the end of the day, what's 
right stands out and most people agree. It takes two minutes to do 
alternates with anything, whether it's a drum take, a vocal, or what¬ 
ever. Just lay it down both ways and live with it, then decide later. 

Producing a live record is very different from pro¬ 

Doing a live record is almost like 
being in the army and going into battle, 
because you only get the one chance — 
and that’s the only real difference be¬ 
tween live and studio recording. With U2, 
doing Rattle and Hum, there were two re¬ 

mote trucks, a film crew every night, helicopters with cameras, 
cranes, and railroad tracks around the stage. If you didn't get 
the sound, all that's wasted. 

So, in both kinds of records, you do anything and everything 
you can do to make it work. In the studio, if it means running out 
and getting a glass of water to the guy, or if it means blowing 
up balloons and burning incense and having candles, or if it 
means clearing the whole studio out and being the bad guy — 
whatever it takes to make the session work. Same thing for the 
live record, except, as I said, with live recording, you only get 
one shot, so you’ve got to have it together 

What do you think is the essence of a great live 
record? 

My favorite live records aren't necessarily the best sounding ones 
or even the ones with the best performance. Sometimes they're the 
ones with the loudest audience, because I think the most impor¬ 
tant thing about a live record is feeling like you’re there. That’s what 
I try to do when I mix a live record — I like to close my eyes and 
feel like I'm right there in front of the band like I was that night. 

Do you put more of the work into the tracking and 
just sort of let the mix come together, or do you tend 
to just get the tracks down and then “fix it in the mix”? 

It seems that these days the mix has become such a crucial 
thing; people even wonder who’s right for a particular mix. I think 
there’s been too much emphasis put on the mix. There are some 
great mixes out there, and there are guys who can really make a 
difference in a record — you don’t get the right mix and you can 
blow a record. You get the right mix and it can make a difference 
— but to me, if you don't have it on tape, you don’t have it. A lot of 
remixers are really remaking the records, especially in the R&B 
world. That's different — that's additional production, that’s rear¬ 
ranging, that's re-producing. That’s different from just mixing. Years 
ago, mixing was not as big a deal because you didn't have the op¬ 
tions you have now. These days, you can change the whole record, 
and record companies know it's their last chance. 

ducing a studio record. Does 
your role in a live recording 
become more that of a fa¬ 
cilitator, as opposed to ac¬ 
tually working on arrange¬ 
ments and conceptualizing 
how things are going to be 
presented? 

It’s not very different. My point of 
view is that my job on every record 
is to do anything I can to make it 
work. Is it talking to this guy before 
the show and making him feel 
good? Is it scratching a microphone 
so somebody sitting there in the 
truck tells me it works? Is it trying to 
track down a bad cable? Is it lis¬ 
tening to another record by the 
band before they go on to decide 
on a drum sound? It's whatever it 
takes to make it work. 

Panunzio at Groove Masters in New York. You can still only do so much in 
mastering. Mastering hasn't changed 
as much because it’s all digital. Every 
mastering room has Pro Tools or Son¬ 
ic Solutions or something to do digital 
editing, but basically what you’re do¬ 
ing to the mix hasn’t changed that 
much. You’re compressing a little bit, 
you’re adding a little high end, a little 
low end. Unless the guy wants to edit 
it or rearrange it, but to me that’s not 
mastering—that's digital editing or ad¬ 
ditional production. Especially with live 
records, it’s such a great tool to get the 
applause at the right level and to make 
it all sound like it's a live record and 
take things out or move things around. 
For example, if the artist says some¬ 
thing you don't want on the record — 
if he mentions a city and it’s not uni¬ 
versal —you just pop it out. But the mix 



can only be as good as what’s on tape. 
As you’re tracking, are you 

constantly thinking ahead to 
the mix? 

Always. For instance, if I have an ef¬ 
fect that’s really working and the band is 
playing to it, I’ll always print it. I’ll print it 
on another track so I’m not locked into it, 
but I’ll print it because maybe I won't be 
able to get it like that in the mix, or I won't 
remember what it really sounded like. But 
you're thinking about not just the mixing, 
but the overdubbing stage. You've al¬ 
ways got to be thinking down the line; if 
you don't, then you get into trouble. 

How long do you typically 
spend on a mix? 

A day is what I feel is appropriate. 
What’s ideal for me is to set up a mix 
and work all day on it, then take it home 
and live with it in the car on the drive 
home and on the drive back. Then I 
come in the next morning and tweak it 
and then move on to the next one. 

Perhaps the toughest thing 
for the person starting out in 
their own studio is knowing 
when to stop. What do you use 
as a guideline? 

It depends on whether you're ex¬ 
perimenting or whether you have 
something in mind. That's why I like to 
have a vision beforehand. If you’ve seen 
a band live, or if you’ve heard them re¬ 
hearse, or spent enough time talking 
about what the record should sound 
like, you have a vision. So you work un¬ 
til you reach that vision. Some guys cre¬ 
ate in the studio, and if you're just cre¬ 
ating, you can go on forever. But a lot 
of times you know what you want it to 
sound like, and maybe that’ll take five 
minutes to get, or maybe it’ll take five 
days to get. It all depends on how im¬ 
portant it is and what your timeframe is. 

Which is perhaps the most im¬ 
portant reason for having a pro¬ 
ducer — somebody who knows 
when enough is enough and 
when it’s done and not overdone. 

Yeah, but a lot of times producers 
don't know. A lot of producers will mix 
and mix and mix because it’s not on 
tape. They didn't capture it, but they 
think they can in the mix. Then, when 
they don’t get it in the mix, they think the 
mix is wrong. That happens a lot—A&R 
guys do that, producers do that. But you 
can’t polish a turd, as they say. A lot of 
times if something doesn't sound good, 
you can mess it up and it will work, rather 
than trying to make it sound good. For 
instance, if a guy isn't singing well and 
you can't get a better vocal out of him, 

► continued on page 143 
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TWO WORDS I BET YOU NEVER THOUGHT YOU’D 
SEE IN THE PAGES OF 60 MAGAZINE: BOY BAND. 

Got your attention? Okay, here are a few more: Brit¬ 
ney. Christina. Mandy. ’N Sync. Backstreet Boys. Sisqo. 
TLC. Destiny’s Child. Monica. Brandy. 

No, we're not morphing into Teen Beat. But there’s 
something going on here that demands our attention, 
because, love 'em or hate ’em, these are the acts that 
are raking in the big bucks here at the turn of the cen¬ 
tury. More importantly, this is the genre that's serving to 
redefine the role of the record prooucer. Check the 
charts: you’ll see that, more often than not, one name 
(or one ‘‘camp") is the sole creative torce behind each 
hit, with one person doing the writing, arranging, engi¬ 
neering, mixing, and production — sometimes they even 
run the record label! In short, today’s producer is be¬ 
coming the star attraction. 

Of course, there’s always been pre-manœactured fluff 
in pop music — there's nothing new about that; in the 
70s, they called it “bubblegum." You can almost trace 
a straight line from the Big Bopper to Bobby Sherman 
to Herman's Hermits to Paul Revere and the Raiders to 
Tommy James to the Monkees to the Bay City Rollers 
to the Knack to Debbie Gibson to New Kids On The 
Block to the Spice Girls. But never before have the charts 
been so dominated by such a small handful of producers 
cranking out hit after hit after hit f'onted by a succes¬ 
sion of virtually interchangeable pretty faces. One team 

BY HOWARD MASSEY 



PÈImusic 
there, helping him make records.” 

Matt Serletic, who crafted the monster hit “Super¬ 
natural” on Carlos Santana's recent Grammy-sweeping 
album of the same name, is convinced that the in¬ 
creased visibility of today’s producer is a positive de¬ 
velopment. “There is much more opportunity now for 
songwriter/producers who can create most of the track 
themselves; that’s at an all-time high, in terms of being 
accepted and sought after. I think it’s healthy in that it's 
making musical people important. You have producers 
running labels and making decisions that give other peo¬ 
ple a chance to get into the business.” 

So when exactly did the trend begin? Tim Kelley of 

the production team Tim and Bob (the forces behind 
Sisqo’s recent mega-hit "Thong Song”) has a pointed 
answer. “Let’s be honest: Puffy [Combs] kind of came 
in and changed the game with all those samples. That's 
really what kind of messed up the whole musicianship 
thing — when he took a sample and just looped it 
[Laughs.] So here come all these DJs-turned-produc 
ers, because DJs know how to make the party rock. They 
know what samples to sample to make a party jump re 
ally hard. They were called producers, but all they were 
doing was just looping records.” 

Twenty-five-year-old Jive Jones, who produced and 
co-wrote Mandy Moore's recent hit single “Candy, 1 

brings a Gen X perspective. “When I was eight or nine 
years old,” he recalls, “I remember the whole New Kids 
On The Block thing happening, and it was all done by 
this guy Maurice Starr. He also did New Edition, and it 
seemed like he was controlling the world. At the same 
time, on the rock side, you had Mutt Lange taking con 
trol, with all the AC/DC stuff, the Def Leppard thing. And 
then, in the indie era, everybody was thinking 'me, my 
self and I; I’m cutting music for myself, I make it all, it 
won't be commercial’ — but at the end of the day, it was! 
[Laughs.] So I feel like it’s all just here again, although 
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CRAFTING HITS WHILE AVOIDING FORMULA 
^M We may be in the "superstore era" of pop music, as Jive ..ones says, but 
^^H the key challenge to today s producers is to keep finding fresh new ways 
MH of presenting musical ideas and attain commercial success while avoid-
^M ing "formula." How co some of these guys do it? 
^M Jerkins: “I always say. When you're hot, you're hot.' and that's the bot-
^^H tom line. You'll lose your heat if you stop. If you continue at what you're 
^^H doing and work at it every day. you can only get hotter, because prac-
^^H tice makes perfect. Sc it s not like there's a formula, but when you come 
^^H into the studio for 16 or 20 hours a day. you're bound to make some great 
^M music. And that's all we do — we go into the studio and we keep going 
^^H and keep going until something comes out, until I feel in my bones that 
^^H it's a 
^M He adds: "I really try to get that rhythm track programmed to the best 
^^H of my ability, then I go and I do all the overdubs with my hands, playing 
^^H sounds myself, just getting it to where I want it to be. Then I will bring an 
^^H orchestra in and I will olay the piano or different souncs over my tracks. 
^^H with no quantization on it. where it s totally just me playing and it's not a 
^^H machine playing. Even if you've got the tools to program, the computer 
^^H can't do what I do. If I can get that ideal blend between perfect machine 
^^H sounds and less-than-perfect human sounds. I'm in good shape. 
^^H "As far as doing vocals. I try to keep the human feel as much as pos-
^^H sible. If it's really needed — if there's a note that's just sc bad that I have 
^^H to do AutoTuning, tnen I will, but that's usually not the case. I've been 
^^H able to work with great artists that can sing, so some'imes I don't even 
HBH go to Pro Tools — sometimes it's just recorded onto reel-to- eel and that's 
^^H it. But you have to sample the chorus and fly it in — it's not like it was 
^^H back m the days when you had the time to record each chorus separately. 
HH You know, these record companies don't give you the time line that any-
HH more — they want tneir record done in two days' [Laughs] No question. 
^M they want it done, they want it in and out." 
^M Kelley points out that. There are a whole bunch of different things you 
^^H can do so your sounds don't sound like the next person's. I think that's 
MH a lazy approach for producers — just because you had a mt record with 
^^H one artist, you make your next record sound just like that too In a way. 
HH we've mastered the ability' to take an artist and give them their own style. 
^^H Or. if they already have a style and have already sold records we look 
MH at what they've done, we look nside the artist and see where they should 
^^H go from there, what would make them go to the next level. If they've sold 
M a million or two million records, what can we do to make them sei maybe 
^M eight million'’ That's our thought process, a: least at the beginning o’ a 

project." 
^^H Jones states empnatically. "I really believe it's the responsibility of the 
MH producer to push the trend. Butthat involves literal y fighting with me la-
^^H bels and saying. 'No I don't think you want to rea ly do this, because by 
^^H the time you release this, it s going to be six months later, and its not go-
^^H mg to be happening.' But you have to be innovative: you have to give 
MH something to the product on rathe' than just ma-e money with it. Any com-

peten: producer can take a h t and knock it off but it takes a real song-
HH write' and a real producer to take it to the next evel to start a new trend 

to bust out. And it's so hard to walk that line, but it s more commendable 
to take a chance. It might be harder and you might net be getting g gs 

MM eftandnght but your career will have a tot more longevity a 'a Muit Lange. 
He just xeeps continuing — whatever genre he needs to be in. he's in 
it. If you don't look at it as, 1 want to be paid.' but ycu look at it as Tm 
trying to build a career here.' that s the road you need to take." 

I think the bar has been raised. If you listen to New Kids versus 'N Sync, 
even though they slot similarly, due to the technology, the production 
is times-a-hundred. the vocals are times-a-hundred." 

Ah, the magic word: technology. Most of the producers we talked with 
felt strongly that the rise of the project studio over the past decade has 
had a major impact not only on the sound of today’s records, but on the 
increased importance of the producer. As Serletic puts it, “These kids, 
working with the gear, hearing the world of sound that they can create, 

"These mies are so good 
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Michael .Jackson. Quincy Jones, 

Duke Ellington) 
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TALK ABOUT... 

PoImusc 
seeing these walls come down in their own bedrooms 
— they can dream of letting the world hear what they're 
doing." 

In other words, the studio itself has become this gen¬ 
eration’s instrument, their version of the electric guitar. 

"Absolutely," Serletic asserts. "The electric guitar real¬ 
ly put rock ’n' roll on the map, because everybody took 
them home and started to woodshed, realizing, wow, I 
can play these three-chord rock songs, just like Elvis, 
just like Chuck Berry. Today, the technology has put the 
studio itself in the hands of everybody, so everybody can 
start aspiring to that position." 

Indeed, there's a whole new generation of musicians 
coming up that have made a conscious decision to forge 
careers as producers rather than as artists. Serletic has 
a theory as to why this is increasingly prevalent: "It’s be¬ 
cause there’s been enough attention shown about pro¬ 
ducers, and a respect built up. There are a lot of peo¬ 
ple that gravitate to that role of being involved but being 
sort of mysterious. There’s a sort of romanticism in the 
public’s mind about the producer, and people tend to 
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want to be producers even be¬ 
fore they know what it really is 
— just like people want to be 
guitar players before they 
know what that really involves." 

Or, as Kelley's partner Bob 
Robinson puts it, "Another 
generation of producers is 
coming around and another 
generation of artists, and it’s 
going to be a generation of 
self-contained producers, like 
us — guys that are producing 
and also writing their own 
songs and doing all the 
arrangements. I think it’s real¬ 
ly just a matter of it coming 
back around again, just like 
musicianship is coming back 
around thanks to artists that al¬ 
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A talented musician, successful composer 
and recognized producer, Lenny White is 

considered one of music's real innovators. 

He's played with such greats as Miles Davis, 

Chick Corea and Stanley Clark, and has also 

collaborated on some of themost recognized 

and influential music of the past three 

decades, including the new CD On the One, 
with Sammy Peralta. 
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One last point: Sammy Peralta's 
new CD On the One featuring 
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Sammy Peralta loves music. Th.it pure and simple 

fact comes through strikingly clear as he sits at his 

keyboard tinkering with half-written tunes. 

Sammy's background includes work with talents 

including Tito Puente and Willie Bermudez. 'I 

have to be careful because I can get so lost in 

the music, I sometimes forget I have a family 

that would like a little of my attention too". 
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low people to feel comfortable hearing real music again 
— hearing more melodies and more changes. 

"We haven't chosen to try to do the artist thing,” he 
adds, "because we love working with different types of 
artists so much. Our first love is production. Not that one 
day we wouldn't want be onstage and run around with 
some guitars and basses and be silly on stage....” 
[Laughs.] 

One of the hottest producers on the scene right now 
is Rodney Jerkins, who, at the tender age of 23, has al¬ 
ready become a major force in the industry, minting pure 
platinum with artists such as Destiny’s Child, Brandy, 
Monica, Will Smith, and Mary J. Blige. "I think it's to the 
benefit of today’s producers that we have this technol¬ 
ogy, that it’s so far advanced of what it was. I’m 23, and 

it's even changed since I started. It just keeps going; 
it's phenomenal the way the technology has moved in 
the last four or five years. We have more sources to use, 
we have more tools than ever before.” 

But Foster also sees a downside to the impact of tech¬ 
nology. “To think that you can buy two thousand dollars' 
worth of gear now and make a record in your bedroom 
is just astounding. However, the days of going out and 
playing in clubs and learning your instrument are gone. 
I remember, years ago, a programmer I was working with 
came in, and what he brought to work was a bunch of 
vinyl LPs, marked by tape, and that was his program¬ 
ming! Everytime I suggested a beat, he’d say, "Oh yeah, 
so-and-so, track three, cut whatever, check this beat 
out.” And all he did was go to records — it was unbe¬ 
lievable! [Laughs.] And it was good, so you can’t take 
his talent away, but it’s kind of a shame. It’s like kids 
learning to tell time digitally now instead of big hand, lit¬ 
tle hand.” 

Another important factor in the rise of the producer 
today is economics. Kelley explains: "A record company 
usually doesn’t want to lose on their investment, so they 
look for people that can make hits. Why gamble when 
you can just pay people like us to help kick-start a new 
artist, give them a direction, and act as a training wheel, 
so to speak? That way, by the second and third album, 
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TALK ABOUT... 

they kind of understand the business, what it takes to 
be a star, what it takes to be on the radio, all that little 
stuff that new artists are not even thinking about. All they 
want to do is just sing and do some music, but they don’t 
understand it’s deeper than that, it goes all the way down 
to the mix: your kick and your snare have to be perfect 
for it to be a smash hit — that's just how it is. We’re grind¬ 
ing and we’re doing it every day, so the record com¬ 
panies look toward people like us, Rodney Jerkins, Dal¬ 
las Austin — people that know what it takes to make a 
radio song, versus a new artist that doesn't have a clue.” 

Jerkins adds, “Even if the artist doesn't have the best 
budget in the world, the president [of the label] will up 
the budget just to get that one hit song from us that they 
think will take them over the top. And more and more 
record companies don’t even want to do recording deals 
with artists unless they have a producer. It can be the 
most incredible singer in the world and they can go to 
a record company and get turned down. But if I take it 
to the same record company, they’ll say, 'Yeah, let’s do 
the deal,’ just because there's more of a guarantee that 
their project will be produced well.” 

Foster couldn’t agree more: “I run a record company, 

and I know that when / see a singer I love, the first thing 
I think of is, ‘Who can I get to produce this record if not 
me?’ And a lot of times I’m not the right producer for the 
project, or I’m right for only a part of it. So that’s the 
biggest question. When an artist comes to you and their 
demos are great and they walk in the room with a pro¬ 
ducer of some note — or even if he is not well-known 
but you love the demos that he's made — God, you’re 
so much further ahead because that’s something you 
don’t have to go looking for. Finding producers that can 
make great records is as hard as finding great songs 
and great singers.” 

Certainly, the specter of Internet distribution is a huge 
factor here, as well. Jones: “The downloads, where kids 
are making their own compilations, are really killing 
record sales; it’s easily taking away 20% [of sales]. I think 
it’s going to have to curve back to really good albums 
over the next year. These new kiosks, where you can 
compile all the singles you want on one disc — they're 
really going to make the labels go funk. They’re going 
to have to put hit after hit after hit on a record, which most 
record companies can’t afford to do with a new artist. 
At the current rate that producers charge, can most 
artists afford to have five tracks done by She’kspere, 
three tracks by Rodney [Jerkins], and three tracks by 
Max Martin? No way. 

“Right now, it’s all about radio. Radio spins are hard¬ 
er than they’ve ever been, record sales are harder than 
they've ever been. That's why they [A&R men] are go¬ 
ing for that one shot in the dark, that one ‘Livin' La Vida 
Loca.' Because from that one hit you can sell five million 
albums; in the past, you couldn’t do that. What happened 
is that the consumer got smart; Virgin and Blockbuster 
and all these companies started allowing the consumer 

TAILORING 50NG5 

I
 All of the producers interviewed for this article are also songwriters, and they all agree that one of the keys to mak¬ 

ing a hit record is to tailor the song to the artist. How exactly do they go about doing that? 
Afanasieff begins by bringing a historical perspective. ‘There are two schools of songwriting,” he explains. “One 

is the old ‘Brill Building’ school, where people sit around writing songs and stockpiling them and then the publish¬ 
ing company tries to place the songs wherever they can. The other way is to custom-tailor your songwriting to the 
artist that you re producing, which is what I do. When I know I have a project coming up, I go in and I write for the 
artist. I never, ever stockpile a song. And there’s nothing better than that, because I just totally become one with 
the person that I’m producing. 

“Ultimately,” he adds, “it would be nice to write a song for an artist where there are no boundaries, no rules, no 
regulations. But nowadays we unfortunately have to try to meet the criteria of what a hit song should be; we have 
to aim at chart position, selling to the general public. I would love to write five-, six-, or seven-minute songs, but I 
can’t; I’ve got to try to get it into the four-minute area. But in addition to that, what I look for is something that makes 
the artist sound the best they possibly can, even if it means influencing them into a direction that they might not even 
have yet. In other words, with my songwriting, I can maybe take that person and kind of steer them a little bit off the 
course that they’re on into a better course. But I would never try to hide an artist’s weaknesses; I would always try 
to enforce their strengths. You just set out to a write a song for the artist’s strongest points, and you consider how 
you can get that across in four minutes.” 

Like Afanasieff, Tim and Bob don’t believe in stockpiling songs (“We like to just come in from scratch with nothing; 
it comes out a lot better when we do that.”) In other ways, though, Kelley feels that he and Robinson take an old-school 
approach toward songwriting. ‘We find out what’s out there, what’s being played on the radio, and what’s not out there, 
so we can blend the two in a way. Then we take a look at the artist that we’re working with and see what they can do 
well and what they can’t do. Finally, we try to come up with a sound for them; we go in and dig deep into a lot of dif¬ 
ferent sounds. We’ve been doing this for so long together, sometimes we’re actually writing a song while we’re putting 
the track together." He concludes, “The only way you can make an artist be themselves is you’ve got to get inside them 
and you've got to understand who they are, the things they’ve been through in their life. They can’t just come in and 
record anything-, even though it might be a great song or a great hit, it might not match them.” 
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to preview the album at the store, which really caused a drop in sales. 
If you watch the charts, you'll notice that a lot more people are releas¬ 
ing radio singles but no retail [singles]. It's causing the fan to buy the al¬ 
bum — even if it just has one track that they like, they have to buy the 
whole album. In the past, the labels could just put out one song that was 
good and even if the album wasn't very good, they’d sell a lot of singles. 
Then they’d put out a second single, really build on it. But there’s no [artist] 
development anymore. It’s not like when Prince came out and Warner 
stuck by him for three years until he had that really big breakout record.” 

Jones further sees the rise of the producer as resulting in a whole new 
category that he terms the ' recording entertainer," as opposed to the 
recording artist. As he puts it, “New Kias and New Edition were enter¬ 
tainers. Were they artists? No. Kurt Kobain, Nirvana: artists. But now we 
have Britney, Mandy: entertainers. And one thing I always found strange 
was that through that whole [indie] thing, there was always a Madonna, 
a Michael Jackson, a Janet Jackson — people that were just entertainers, 
but they still had the credibility of the street. It seems like there's always 
one artist that can kind of straddle that entertainer thing and that cred¬ 
ibility thing. Today, the only new artist tnat I think is really close to do¬ 
ing it — and this might sound cheesy — is 'N Sync. I do a lot of hip-hop 
stuff, and those guys all think 'N Sync is the bomb. The first time I heard 
that, I was really surprised. They may actually have the credibility of the 
urban community, the street, the sense of being cool.” 

Can a producer really impart credibility to an artist? With disarming 
candor, Afanasieff cites Janet Jackson s Control album as being “the 
highest, purest form of what we're talking about here. You’ve got Jim¬ 
my Jam and Terry Lewis, who’ve taken this singer who really doesn’t have 
a good voice whatsoever and made her an incredibly huge star by writ¬ 
ing and producing the crap out of her on this first offering! And it’s just 
mind-boggling that these two guys did what neither she nor anyone else 
in the world would have been able to do.” 
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How much input does this new generation of pro¬ 
ducers actually allow the artist to have? “It all depends 
on their talent,’’ says Kelley. “If they can actually write, 

it’s up to them to say, 'This is great’ or ‘No, it’s not good 
enough,’ or whatever. But usually I like to do everything 
all by myself and give it to the singer, and usually I be¬ 
lieve in what I do enough to know that it's going to work 
at the end of the day, that they're going to love it. Some¬ 
times there's an element of surprise that doesn’t work 
in my favor — sometimes the artist will say, 'I like it so 
much that I want it twice as long,’ or ‘Do you think we 
can change keys at the end?’ Then it's a matter of go¬ 
ing back to the computers and rearranging things. But 
for the most part I like to have everything pretty much 
done before the singer sets foot in the studio.” 

Serletic likens his role to that of a film director, point¬ 
ing out that “you're involved in the molding the perfor-

then we have no problem with collaborating. It ac¬ 
tually makes it a lot easier if they have something to 
say. But 70 or 80% of the time, a new artist can’t 
write. They may have a lot of talent, but they haven’t 
harnessed it yet. We like it when the artist is actually 
right there in the studio with us as we're writing, but 
from day one we've always been self-contained, from 
playing all the instruments to doing all the vocal 
arrangements and writing all the lyrics. We have ears 
for that because this is what we do all day, every day. 
Artists come in and they sing; that’s what they do 
everyday. When everybody has their role and they 
do their job and not try to interfere with anything else 
— that’s usually when it comes out really good.” 
Afanasieff: "If I’m co-writing with the singer, they know 
what the arrangement is, because that’s how we 
wrote it. Then it’s up to me to give them tracks, and 
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manees of these amazing talents, bringing the best out 
of them, and putting that in a context that, in some ways, 
at some point, is only known to you. Until it's done, the 
film director or the record producer is really the only per¬ 
son that has the entire picture in the mind's eye.” He also 
makes the observation that the producer’s function is 
very different from that of the songwriter, making it dif¬ 
ficult to meld the two together: “As a producer, you’re 
very much functioning as a critic, tearing songs apart 
and making suggestions to make things better. But as 
a writer or co-writer, you’re in the creative mode; it’s more 
of an output mode. It’s always a trick as a songwriter to 
not let yourself be too much of a producer! You end up 
saying to yourself as you're sitting there at the piano, 

‘Nah, that’s not that good, what if I changed this?’ Mean¬ 
while, you’re ripping apart your own song that you 
haven’t even written yet!" [Laughs.] 

All of this, of course, begs the question as to whether 
the increased role of the producer has somehow de¬ 
creased the importance of the artist — something that 
Afanasieff feels may have already started to happen. “To 
a degree, that can be the case,” he says. “Sometimes 
you can find an artist being a product of a machine that 
is headed by a producer or a management company 
or an entrepreneurial organization. All of these boy 
bands that are out right now, they didn’t create them¬ 
selves. Somebody picked them, chose them, auditioned 
them, put them together, wrote for them, picked pro¬ 
ducers for them, and then left it in the hands of those 
producers. I think that that is a very clear example of how 
the producer and songwriter's role greatly overshadows 
the artist’s role, although the artist then takes what they've 
done and pretty much makes it their own.” 

But Serletic disagrees, stating flatly that, “The in¬ 
creased awareness of the producer in no way affects the 
importance of an artist; artistic people are still at the cen¬ 
ter of what the music business is about. At the end of the 
day it's still about the artist, the person who goes out and 
tours and lets people participate in their artistic lives. And 
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MUSIC 
that’s somewhat separate from what a producer does, 
because a producer will shift projects. They definitely will 
live the vision of the project, but they will sort of uproot, 
clear their heads, and jump into another one, whereas 
artists are people that have followed one path and ex¬ 
plored it to their fullest extent.” Adds Foster, “To the pub¬ 
lic, the artist is still the star. Most people — maybe not 
EQ readers, but most of the public — believe that singers 
do one take and write all their own songs. That’s just the 
way it is.” 

One irony of the whole producer-as-chief-cook-and-
bottlewasher phenomenon is that of stereotyping; like 
character actors on a hit TV series, producers can find 
themselves pigeonholed and constantly trying to com¬ 
pete against their own success. As Jerkins points out, 
“Once you set a standard of making hit records, every¬ 
body expects a hit. You can't just write a nice song that 
may be just a soothing song for a person to listen to at 
night, or a happy song for a person to listen to when 
they're going through problems. You have to focus and 
make sure every song is close to a hit, if not a hit. That’s 
a lot of pressure. If you mess up, everybody’s turning 
their back on you, saying, ‘What happened? We count¬ 
ed on you for this.' It’s like basketball in a sense: When 
Michael Jordan played, I’m sure the Bulls counted on 
him to make that last shot at the buzzer. If he missed, 
they would be, like, 'Oh my God, he failed us.’ So pro¬ 
ducers have become like the Michael Jordans in a 
sense; we have to bring the whole thing home. If we don’t 
make that bucket or make that shot, we all lose: the 
record company loses and the artist loses. So it’s a lot 
of pressure, and you have to be confident enough to 
know that you can do it and pull through." 

Jones makes the point that, “Since my work with 
Mandy, I’m a victim of my own thing. If I don’t keep do¬ 
ing that, I can’t continue to get singles on people. It’s 
a double-edged sword. If I still want to keep knocking 
my own song off, I’ll work for a couple of years. But then 
what happens when that’s over, when I’m over? I come 
from much more of the Glen Ballard school of music, 
where you make pop songs in the genre that they be¬ 
long to, and they stand alone by themselves; you don't 
go and just knock your own song off indefinitely. 

“I just won’t do it: I won’t knock myself off,” Jones con¬ 
cludes, with maturity and resolve that belies his relative 
youth. “I could work every single day just doing these 
little frigging pop jammies — they’re almost like little com¬ 
mercials. I could do that every single day of the week, 
but I’ve refused to do that in order to try to force the mu¬ 
sic to evolve. I think that’s more important than just mak¬ 
ing money and making the label people money. There’s 
a happy medium between making pop music and mak¬ 
ing cool music.” 

At the end of the day, is the idea to make a great 
record or a hit record? Or can the two co-exist? Matt 

Serletic thinks so. “I really believe that the studio is a sort 
of sacred place; I try to treat it as such, and commer¬ 
cialism is not really a part of that. It really is about cre¬ 
ating great music, and, to me, the definition of a hit is just 
music you want to hear, in the most basic sense. Your 
job is to say, 'This sounds great, this is what I want to 
hear,’ in whatever context that might be; that’s part of the 
talent of being a producer. Sure, when you walk out the 
door, you might say, 'Wow, we’ve got a hit!’ [Laughs.] But 
in the studio it’s all about making great records, lasting 
records that have something important to say. If you do 
that, I believe the commercial success will follow; it's 

worked pretty amazingly well for me so far. I really stu¬ 
diously avoid thinking, 'If I do this, that will make it a hit.’ 
I’ve never done that, and I hope I never will." 

Special thanks to Geoff Boucher, Matthew Freeman, 
Deborah Radel, Jessica Brenner, Dave Olivier, and the 
folks at Tonos.com for their assistance in preparing 
this article. 

► WEBLINK 
For more information on David Foster, Matt Serlet¬ 
ic, and Rodney Jerkins, visit ujujui,tono5.c<?m . 
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In the previous two installments of this surround sound 
primer, we discussed equipment requirements, intercon¬ 
nection options, speaker placement and calibration, bass 
management, downmixing, encode mon¬ 
itoring, and other important technical top¬ 
ics. This month, we wrap things up with 
a close-up view of the aesthetics of sur¬ 
round sound mixing. 

THE MIX 
The best way to learn about surround 
sound mixing is to listen to some of the 
work that's out there. The least expen¬ 
sive way to do that is to buy a DVD play¬ 
er that has built-in Dolby Digital and DTS 
decoders (make sure it has both) or one 
that has a digital output that can be con¬ 
nected to an external decoder. You'll be 
able to find lots of DVD players and decoders that lit the 
bill from manufacturers including Panasonic, Pioneer. 
Yamaha, and others, with a list price of around $400. If 

budget permits, you can spring for a more expensive 
but considerably more full-featured audiophile decoder 
such as the Lexicon DC-2. There are, of course, hundreds 

of DVD-Video discs to choose from in¬ 
cluding lots of music-oriented titles. But 
you may not be aware that there are also 
dozens of DTS-encoded audio CDs avail¬ 
able (they're harder to find and somewhat 
more expensive $25 or so than stan¬ 
dard audio CDs; one good source is 
www.dtsonline.com> Among Ilie se¬ 
lection currently available are Sting's 
Brand New Day. Steely Dan’s Gaucho. 
and the Eagles Hell Freezes Over (all 
remixed by Elliot Scheiner), Lyle Lovett's 
Joshua Judges Ruth (co-produced, engi¬ 
neered. and remixed by George Massen-
burg this one's a personal favorite of 

mine), Boyz II Men II (a Bob Margouleff remix), and clas¬ 
sic titles from artists as diverse as Eric Clapton. Paul Mc¬ 
Cartney. Vince Gill. Chick Corea, and Patrick Leonard. 

THE FINAL 
INSTALLMENT IN 
OUR SERIES ON 
BRINGING YOUR 
PROJECT STUDIO 

INTO THE 
SURROUND 
SOUND ERA 



PROJECTSTUDIO 
What you'll hear on all these surround sound products 

is not only a new degree of spaciousness — which is to 
be expected — but also a great deal of clarity. The ex¬ 
planation for this is simple: By spreading a complex mu¬ 
sical signal among six speakers instead of just two, you’re 
not asking each individual speaker to work as hard. As 
a result, each sound wave is generated with fewer fre¬ 
quency components and correspondingly fewer phase 
cancellations. 

You'll also hear a lot of different artistic approaches. In 
many live performance mixes, the rear channels carry am¬ 
bient room information only, making you feel like you’re sit¬ 
ting in the audience watching a performance onstage, with 
only some back-wall reflections coming from behind you. 
In others, the instruments and vocals are panned all around 
you, making you feel like you’re sitting onstage in the mid¬ 
dle of the band. Some remixes of all-studio recordings take 
a very clinical, static approach, where each instrument sits 
stubbornly in its own space from start to finish. Others — 
particularly more experimental recordings such as Alan Par¬ 
sons's DTS-encoded On Air— feature audio that is fluid 
and moving, with constant sonic surprises springing up all 
around you. 

Another advantage of listening to surround sound re¬ 
leases is that it gives you the benefit of 20/20 hindsight. 

Veteran producer/engineer Elliot Scheiner recalls that “the 
Eagles Hell Freezes Over surround mix was my first one, 
and I experimented tremendously at their expense. I re¬ 
alized after the fact that I made a couple of mistakes in there 
that I haven’t done since, like dedicating the vocal to the 
center speaker; that’s a bad thing.” Most surround veter¬ 
ans agree that the center channel is the most difficult one 
to deal with aesthetically. In particular, if you succumb to 
the temptation to place the lead vocal there and nowhere 
else, you’re giving the end listener the opportunity to play 
karoake with your hard-won surround mix, or, potentially 
worse yet, to solo a less-than-stellar lead vocal for the 
amusement of friends and family (something that is sure 
to displease most lead singers). Scheiner again: “In the 
Gaucho 5.1 remix, I sent the vocal to the center speaker 
as well as left and right. Now what I’m doing is sending the 
vocal to left and right, and just bare minimum in the cen¬ 
ter. I use the center channel for just a little bit of vocal, a 
little bit of snare drum, sometimes just a little bit of kick 
drum, and that’s about it.” 

The subwoofer channel can also be problematic, es¬ 
pecially if you send it signal from too many different sources. 
While both the Dolby Digital and DTS encoding process¬ 
es utilize low-pass filters to prevent the subwoofer from re¬ 
ceiving full-range signal, it still should be used carefully and 

AKG C2000B J 
A Value of 

$378 
FAVOURS FREE!, 

A FREE AKG C2000B 
MICROPHONE?! 
When you buy the special “Sweetwater only” version of the AMM-1 
Mie Modeler, you get the C2000B microphone absolutely FREE! 

EXCLUSIVE SWEETWATER OFFER ENDS DECEMBER 2000! 

$849-97 
Both AMM-1 and C2000B 

class microphones you can tap into with the 
AMM-1 ! Call today! 

We’ll give you AKG's C2000B small diaphragm condenser recording mic when you buy this special edition of the 
Antares AMM-1 Mic Modeler, only available at Sweetwater! Configured especially for Sweetwater, this version of 
the AMM-1 is the only AMM-1 that can read the C2000B as a source microphone. So, you buy the special edition 
of the AMM-1 and we give you a genuine C2000B to use as your source mic! You have 
the best possible starting point to explore the wide range of world-

Sweetwater 
music technology direct ™ 

(800) 222-4700 
www.sweetwater.com 

5335 Bass Road, Fort Wayne, IN 46808 • sales@sweetwater.com 
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selectively. The onboard surround mix capabilities of many digital mixers allow 
you to independently set the subwoofer level for each channel; this is really help¬ 
ful in taming over-aggressive mixes. For example, you can get greater sepa¬ 
ration between the kick drum and the bass if you send just one and not both 
to the subwoofer (in addition to sending it to one or more of the main speakers 
— it’s probably a good idea to never completely rely on either the subwoofer 
or center channel, because these components can be woefully inadequate in 
some consumer systems). 

These considerations aside, there really are no rules, so your creativity can 
— and should — run rampant. For example, 
try assigning a short reverb with a slight pre¬ 
delay to the front left-right speakers and a 
longer reverb with a longer predelay to the 
rear speakers (setting up different reverb pa¬ 
rameters decorrelates the two reverbs — an 
important consideration when doing sur¬ 
round mixing with stereo reverbs). Then dri¬ 
ve it with a snare drum sample assigned 
solely to the center speaker. The crack of the 
snare will appear to come from between your 
eyes, then quickly spread out first in front of 
you, then behind you. Or send one guitar 
track to the front left and rear right speakers 
at slightly different levels, and a doubling 
track to the front right and rear left speakers. 

Of course, you can always use your mix¬ 
er’s panpots to place signal half-left or half¬ 
right, but if your mixing console is fully 
equipped for surround mixing, it will allow in¬ 
dependent panning between any of the 
busses. This will enable you to do things such 
as pulling a sound toward the listener by pan¬ 
ning it slightly in the rear speakers or plac¬ 
ing a sound halfway between the left front and 
left rear speakers so that it almost appears 
alongside you. (Because of the physiology of 
human hearing, phantom images on the side 
or in the rear are, however, much less stable 
than the phantom center directly in front of 
you.) Some consoles allow you to move a 
sound dynamically through the surround 
space, either by drawing it freehand or 
through a preset straight line, arc, or circle; 

MOST SURROUND 
VETERANS AGREE 
THAT THE CENTER 

CHANNEL IS THE MOST 
DIFFICULT ONE TO DEAL 
WITH AESTHETICALLY. 
IN PARTICULAR, IF YOU 
SUCCUMB TO THE 

TEMPTATION TO PLACE 
THE LEAD VOCAL 

THERE AND NOWHERE 
ELSE, YOU’RE GIVING 

THE END LISTENER THE 
OPPORTUNITY TO PLAY 
KAROAKE WITH YOUR 
HARD-WON SURROUND 
MIX, OR, POTENTIALLY 
WORSE YET, TO SOLO A 

LESS-THAN-STELLAR 

LEAD VOCAL FOR THE 

AMUSEMENT OF 

FRIENDS AND FAMILY 

this information can then be captured and included in your automated mix. One 
caveat is that nasty comb filtering effects (due to phase cancellation) can occur 
if you go too crazy with this stuff — especially if you stray too near dead center 
— so use dynamic panning judiciously. One trick is to reduce the number of point 
sources by selectively turning off busses so that a dynamically panned signal is 
only present in two or three speakers instead of all five. 

EFFECTS 
The first generation of multichannel digital reverbs are just starting to appear — 
products like Lexicon’s 960L, TO Electronic’s System 6000, Sony’s DRE-S777, Even¬ 
tide's Orville, and Kind of Loud's RealVerb 5.1 Pro Tools plug-in. Surround reverb 
support for Steinberg's Nuendo platform is also starting to appear in the form of 
Steinberg’s own Surround Edition plug-in bundle and TO Works SurroundVerb plug¬ 
in. These open up a whole new world of creative possibilities by allowing you to 
set up a complete reverberant surround space and placing or moving a signal with¬ 
in it — the virtual equivalent to placing or moving a singer or an instrument in a real 
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WEBUNK 
Web-surfers can find extensive infor¬ 
mation on surround sound at uiuJUI. 
dolbu.com/dlaltal/. iuuim.dtsonllne.com . 
mmm.tmhlabi.com. 
uiuiui.surroundassoclates.com . and 
muiw.Rpt^rtMarqpultff.com 

room. The control offered by these devices 
is nothing short of astonishing — for ex¬ 
ample, RealVerb 5.1 allows you to not only 
independently control the early and late re¬ 
flections as well as perceived source po¬ 
sition, it also allows you to select room 
shapes and sizes. What's more, you can se¬ 
lect from a palette of 36 different wall ma¬ 
terials and morph between materials at 
specified thicknesses — even morph be¬ 
tween different rooms as if you were walk¬ 
ing out of a cramped elevator into a huge 
lobby. Multichannel compressors, equaliz¬ 
ers, and other processors are also begin¬ 
ning to put in appearances. It’s probably not 
too great of a stretch to predict that we'll 
someday be looking back on the era of 
stereo processors with a mixture of nostal¬ 
gia and pity for the poor engineers that only 
had two channels at a time to work with. 

OPPORTUNITY AWAITS 
This is all heady stuff, to be sure, but, hey, 
it’s a new millennium — it’s about time the 
world of recorded music got a major 
facelift. If there ever was an opportunity for 
today's musician to get in on the ground 
floor and take total control of his or her mu¬ 
sic, this is it. In the words of Elliot Schein¬ 
er, “Surround sound is the future, ab¬ 
solutely the future. When I did the 
Fleetwood Mac surround remix, none of 
those guys came down to the studio to 
hear what I was doing. On the very last 
day, I begged them to come down after 
rehearsal — they were getting ready to go 
out on tour — so they all came down, and 
I put up one of the songs and they sat 
there listening. And their mouths dropped. 
After it was over, Lindsay [Buckingham] 
said, 'I don't think I'll ever be able to listen 
in stereo again.'” Neither will you. 

Homard Massey heads up Workaday 
World Productions, a full-service surround 
sound project studio. He is also the soft-
mare reviems editor for Surround Pro¬ 
fessional magazine. Special thanks to Tom¬ 
linson Holman, Bob Margouleff, Chuck 
Ainlay, Elliot Scheiner, George Massenburg, 
Will Eggleston, Richard Elen, Peter Chaikin, 
Buzz Goddard, and Suz Hornell for their as¬ 
sistance in preparing this article. 
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“It's extremely 
clean, very clear, 

and amazingly 
accurate. 

Rock solid with a 
wide range of 

programs.” 
-Recording Magazine 

February 2000 

“The LynxONE is an 
excellent mastering 

card in terms of sound 
quality and flexibility. 

Suitable for today's 

"Sonically, the LynxONE is 
top quality. Easy install 

and crash free operation... 
offers I/O and sync options 

professionals expect. 
One could use this card 
for a big-buck master 

session or block-buster 
movie without any 

reservations.” 
- Pro Audio Review 

April 2000 

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

professional studio.” 
AUDIO QUALITY: 5 [out of 51] 

-Electronic Musician 
August 1999 

Lynx Studio Technology, Inc. 
1048 IRVINE AVE. #468. NEWPORT BEACH, CA 92660 ph.949.515.8265 • www.lynxstudlo.com 
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WAV and AIF formats are 
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Review Shorts 
BY ROB MCGAUGHEY, MITCH GALLAGHER, & 
MIKAIL GRAHAM 

Steinberg Cubase VST/32 
vS.OI Digital Audio Sequencer 
BY CRAIG ANDERTON 

Minnetonka Audio Software 
SurCode CD professional 
BY MITCH GALLAGHER 

One of the dilemmas facing project studios in¬ 
terested in venturing into the 5.1 surround pro¬ 
duction world is how to deliver the final surround 
mixes to end listeners. Unless your production 
budget allows you to send the audio off to a mas¬ 
tering lab and/or a DVD authoring house, there 
aren't many options. One solution has been to en¬ 
code the audio using DTS's proprietary system, 
and then burn it onto CD. Consumers with DTS-
capable systems can then hear the sound in all 
its 5.1 glory. While this is a workable solution, 
DTS’s encoders haven’t been readily available to 
most project studios. That all changes with Min¬ 
netonka Audio Software’s SurCode CD Profes¬ 
sional for Windows. 

SurCode CD Pro is a licensed version of DTS's 
digital surround encoder; it lets you squash a 5.1 
mix into a stereo WAV file. From there it can be 
burned to an audio-style CD-R using any audio 
CD burning program. The result is really a data 
CD, not an audio CD — to play back DTS-en-
coded CDs, you’ll need a CD player with a dig¬ 
ital output and a DTS-capable decoder, or a DVD 
player with DTS support (note that not all DVD 
players can read CD-Rs). 

The Basics 
SurCode supports Windows 95, 98, or NT. Al¬ 
though Windows 2000 isn’t specifically listed, 
that’s what I used the program with on my Dell 
PC; the program installed and worked fine. 
There’s no mention in the manual, on the program 
CD, or on the Minnetonka Audio Web site of sys¬ 
tem requirements. Assumedly, a computer ca¬ 
pable of running whatever version of Windows 
you might have is all that’s required. 

Similarly, the manual is skimpy on details. For 
example, all you're told about file formats is that 

n«*«* ' I"" C Destratan 

turtle Labs PCP Instrument Distro 
Guitar Splitter and 
Impedance Matcher/Converter 
BY MITCH GALLAGHER 

DTS-format 
surround 
encoding 

software for 
Windows 

supported. But 
no info is given 
regarding sam¬ 
ple rates or 
resolutions. 
Through trial and 
error, I deter¬ 
mined that Sur¬ 
Code supports 
16- and 24-bit 
resolutions for 
both WAV and 
AIF, but only 
44.1 kHz sample 

Encode 

Encode I Sun | 00 00 00 O0 S I R, 

SX» I End I 00 04SO03 jJ_rJ I 00 00 00 

SurCode cd pro «*t* 
Dethnaten | [c \Ptogiam FtetXMrinetorka Audo SortwareKBuckeh 24 tri 

Minnetonka Audio 
Software SurCode 
CD Professional 

IOO ? 
Avalon Design AD2022 
Dual Mono Class A Preamplifier 
BY STEVE LA CERRA 

IO8 
Audio Ease Nautilus Bundle 
MAS-Compatible Plug-Ins 
BY MITCH GALLAGHER 

LeA Front J|L«MK4Û.d 
FUçht Front jjR'Xomxi 

Cent« 

SutBawLFE ]|SuM32«la4 

LeOSwt J|LSœ-00W 

J|rS0200W 



By Mitch Gallagher • mgallagher@uemedia.com 

surcodecdPRo «its? 
Destination.. jCAPtogram Fies\Minnetonka Audio Software\8ucke!s 24 bit 

► MINNETONKA AUDIO SOFTWARE 
MANUFACTURER: Minnetonka Audio Software, Inc., 17113 Minnetonka Boulevard, 
Suite 300, Minnetonka, MN 55345. Tel: 952-449-6481. Web: www. 
minnetonkaaudio.com_ 
SUMMARY: A simple-to-use application that allows delivery of DTS-encoded 5.1 
surround mixes on standard CDs. 

STREN6TH5: Very easy to use. Minimal audio coloration from the encode process. 

WEAKNESSES: Can’t preview encoded file. Hardware dongle copy protection. Limit¬ 
ed documentation. 

VERSION REVIEWED: 1.0.9 
PRICE: $499 EO FREE UT. Í: 116 

rates. (The company tells me that Sur-
Code also supports 32-bit floating 
point WAV files.) On the plus side, the 
manual does cover the encoding 
process in clear terms. 

The software uses a hardware 
dongle for copy protection. In my 
case, I also have Steinberg's Nuendo 
(see review last issue) and Nuendo 
Surround Edition plug-ins installed; 
this requires three fat dongles stacked 
on one-another dangling from the 
back of my PC — yuck. 

Encode 
SurCode CD Pro is very easy to op¬ 
erate. The entire program lives in one 
window. Simply tell it where your six 
audio files (one corresponding to 
each of the six channels in the 5.1 
surround mix) are located, where you 
want the encoded result file to end 

up, and hit “Encode” — that’s it. 
You’re also given the ability to 
change the start and end point of the 
audio files, and you can solo or mute 
the various audio channels. The only 
other user settings are those related 

to playback through your computer’s 
sound card. You can save and recall 
the settings you’ve used to create a 
particular encoded surround master, 
in case you need to go back and 
make changes. 

You’re given the op:.ion to monitor 
either the original six audio files or to 
listen to the final encoded version. 
Unfortunately, you can’t preview what 
the encoded version will sound like; 
you have to actually go through the en¬ 
code process to hear the results of the 
process. Fortunately, encoding is 
fairly quick (I used a 733 MHz Pill with 
256 MB of RAM for my tests), as it's 
important to compare the raw files and 
the final encoded version. 

One minor complaint that will im¬ 
pact those transferring in raw files from 
a Mac (as I was in some cases): Sur-
Code defaults to looking for WAV xiles 
each time you attempt to load one of 
the six input files. You have to tell it 
each time you select a file that you’re 
looking for an AIF-format file. This is 
easy enough to do, but it would be 
nice if you could set a default file-for¬ 
mat preference and save some 
mouse-clicks. 

Another nice addition would be the 
ability to record the six surround chan¬ 
nel stems to the PC’s hard drive from 
within SurCode itself. This would be 
especially handy for those who mix 
their surround productions to a stand¬ 
alone multitrack such as an Alesis 
ADAT or TASCAM DA-88 and need a 
way to transfer them into the PC so 
that they can be loaded into SurCode. 
As it is, you have to have some other 
multitrack digital audio program to cre¬ 
ate the six stems. Granted, that’s not 
what SurCode is about — it’s an en¬ 
coder, not digital multitrack software 

► continued on page 123 

WHAT IS DTSP 
So SurCode CD Professional delivers 5.1 audio in DTS format. That’s 
all well and good, but just what the heck is DTS? 
There are two answers to that question. First, DTS (Digital Theater 

Systems) is a company that has a division that focuses on providing 
systems for delivering high-resolution multichannel audio for motion 
pictures. The company claims to have DTS playback equipment ir 
over 16,000 movie theaters worldwide. The company also has a “con¬ 
sumer” division, which focuses on delivery of 5.1 surround sound into 
home theater environments. A new DTS format, DTS-ES Extended 
Surround (a “6.1” format), which adds a seventh speaker between the 
left and right rear speakers, has also recently been introduced and is 
beginning to be supported. 
Second, DTS, the process, is a method for encoding 5.1 surround 

sound into what looks like normal stereo audio tracks — although 
those tracks contain encoded data, not playable audio. The company 
says that their encoding system, which uses less data compression 
and therefore takes up more space than some competing methods, 
results in higher fidelity output with increased realism, better dynamic 
range, better channel separation, and no dialog normalization. You 
can get hardware-based encoders, or software-based versions such 
as the Minnetonka Audio SurCode CD Professional reviewed here 
and Kind Of Loud’s soon-to-be-released SmartCode Pro/DTS plug-in 
for the Pro Tools platform. 
Because DTS is an encoding process, the end user must have a 

compatible decoder in his system in order to hear full the 5.1 sur¬ 
round audio. Some DVD players have decoders built-in, and offer a 
full complement of six analog outputs (left center, right, left surround, 
right surround, and subwoofer or LFE). Others route DTS-encodec 
signals out digitally to an external processor for decoding and conver¬ 
sion to six analog outputs. 
You can purchase DTS-encoded DVD movie titles as well as audio-

only DTS-encoded CDs; the latter is what the SurCode CD Profes¬ 
sional software reviewed here focuses on. One source for DTS-en¬ 
coded titles is the online store at www.dtsonline.com ; another 
source is www.buy.com . 
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► ST€INBeRG CUBASe VST/32 

FIGURE1 : Here's a good argument for upgrading to a big-screen moni¬ 
tor. Note the new look for plug-ins, the redesigned EQ panel in the lower 
right, colorized MIDI note velocities peeking out from the background, 
send effects panel that no longer has that clunky rack-mount look, the 
redesigned transport bar, and in the upper left, the audio editor. 

I just love competition. Steinberg does something 
cool, then Emagic has to try to top it. So Emagic 
comes up with some great innovation, and it’s 
Steinberg's turn to get back to the drawing board. 
Then MOTU steps in and sees what it can do to 
shake things up. Maybe this drives the companies 
crazy, but, as a consumer, I think it’s great. 

Which brings us to Cubase 5.0. It's a fairly ma¬ 
jor upgrade; furthermore, after years of the Win¬ 
dows version lagging behind the Mac version’s 
feature set, the PC program not only incorporates 
the previous Mac-only features, but features new 
to 5.0 appeared on the PC version first. (V5.0 for 
the Mac was just released as of this writing.) This 
review covers VST/32, Steinberg’s top-of-the-line 
offering. 

If you have an older version on your hard drive, 
Cubase 5 doesn’t overwrite it, but installs a sepa¬ 
rate folder. You have to de-install any older versions 
individually. 

Installation 
Installation went smoothly. Copy protection con¬ 
sists of a printer port hardware dongle with ser¬ 
ial number verification. After the program was on 
the hard drive, I ran a few of its audio perfor¬ 
mance tests on my Frontier Design Dakota in¬ 
terface card, which passed with flying colors for 
using all eight stereo pairs of the ADAT interface. 
Optimizing a system for digital audio is never 
easy, but Steinberg tries to make the process as 
simple as possible, and succeeds as much as 
anyone can. There’s even a 20-page mini-man¬ 
ual dedicated solely to installation, along with a 
more lengthy document to get you started, and 
electronic documentation (in PDF format) that 
covers the details. 

MIDI Groms Up 
Standout MIDI features include the MIDI 
mixer (similar to the VST mixer window) and 
Controller Editor. The mixer helps stan¬ 
dardize the Cubase look so that mixing MIDI 
and audio events feels more or less inter¬ 
changeable. The Controller Editor greatly 
simplifies editing and creating controller 
messages. This supplements the con¬ 
troller editor at the bottom of a Key Edit win¬ 
dow, but can display multiple controller 
strips at once. 

Notes can be colorized to indicate ve¬ 
locity (the default is blue to red, but the gra¬ 
dations are subtle — I’d recommend hav¬ 
ing a limited number of color ranges and 
making the differences as striking as pos¬ 
sible). Also, the parts on the arranger 
screen now display more info (pitch, du¬ 
ration, controllers), similar to how Op¬ 
code’s StudioVision handled this task. 

The inspector has been beefed up, too, 

The latest 
version of 

Steinberg’s 
audio/MIDI 
production 

powerhouse 

Steinberg Cubase VST/32 vS.OI 
Digital Audio Sequencer 

MANUFACTURER: Steinberg, 21354 Nordhoff Suite 110, 
Chatsworth, CA 91311. Tel: 818-678-5100. Web: 
www.steinberg.net or www.cubase.net 
SUMMARY: This major revision provides more resolution, 
more plug-ins, a re-designed interface, and surpris¬ 
ing stability for such an ambitious upgrade. 
STRENGTHS: See sidebar, “Top Ten Reasons to Upgrade.” 
WEAKNESSES: Interface, while streamlined, could be a little 
more unified. MIDI controllers and automation don’t 
follow notes when cutting, copying, etc. Audio engine 
somewhat less developed than some other programs. 
PRICE: Cubase VST 5.0, $399; Cubase Score 5.0, $549; 
Cubase VST/32, $799. Upgrades are available for 
$149 to $449, depending on what program you’re up¬ 
grading from and to; some of the upgrade price is re¬ 
funded upon return of your old copy-protection dongle. 
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416-492-9899 Fax:416-492-9299 
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in Review By Craig Anderton • anderton@musicplayer.com 

PLUGGING IN 
The 15 new plug-ins are cool, but don’t work with other VST-compatible pro¬ 
grams (even Steinberg’s own WaveLab). They’ve also undergone a bit of an 
“interfacelift’; older effects offer a resizable window, expandable to show as 
many sliders as there are parameters; newer plug-ins feature a more graphi¬ 
cally rich look. (For example, the controls have a ring of “LEDs” that indicate 
settings at a glance; as you increase a control, the ring lights up, with higher-
level LEDs burning more brightly.) Note that if you’re updating from a previ¬ 
ous version and have some older plug-ins sitting around, they get moved to 
their own folder so older files can still access them. Here’s the roster: 

Chopper2:; Tremolo/autopan; can sync to song tempo. 
Chorus: Standard Frequency and Delay, but with the option to have one, 
two, or three stages of chorusing to control the sound’s “diffuseness.” 
Distortion: Sort of a cut-down version of one channel from the Quadrafuzz 
multiband distortion plug-in. 
DoubleDelay: Dual delay lines, with pan controls for stereo placement. They 
must be synched to song tempo for the effect to be heard. 
Dynamics: This is a plug-in version of the standard VST dynamics panel that 
it can be used with ReWire and VST instrument channels, as well as groups. 
Karlette: Four-channel delay that emulates tape loop-style echo. 
Metalizer2: Bancpass filter with feedback, sweepable by tempo-synchro¬ 
nized LFO 
ModDelay: Single delay line (synchable to song tempo) with modulation. 
Overdrive: A nice crunchifier. 
Phaser: Pretty much standard issue, but with a sync to tempo option and 
stereo expander. 
Reverb: Basically an updated version of the Wunderverb3. 
Reverb32: Won’t put Lexicon out of business, but useful if you don’t stretch 
the tails out too long. 
Symphonic: Combines a flanger/chorus with a stereo width expander and 
tempo-syr.chable autopanning; intended to go beyond the usual chorusing 
effects with stereo signals. 
Tranceformer2: Ring modulator, also with tempo-sync LFO. 
Wild Flanger: Typical flanger, but with a tempo-sync option. 

with new parameters (randomize 
length/position/velocity/pitch, MIDI ve¬ 
locity limit, MIDI note limit, MIDI velocity fil¬ 
ter, MIDI note filter, and MIDI velocity op¬ 
timize). MIDI tracks can have additional 
“ghost" outputs; their ability to take ad¬ 
vantage of the MIDI note limit parameter 
makes it easy to come up with complex 
splits. And I’d list what Steinberg claims 
as 300 new Score features, but suffice it 
to say, this area of the program has also 
been enhanced! 

Interfacing 
There are two great additions. Window 
Sets save particular screen layouts for lat¬ 
er recall; even better, these are global, so 
you can generate templates that apply to 
any song (for example, optimized for mix¬ 
ing audio, optimized for recording MIDI, 
etc.). Another clutter-reducer, the Track 
Folder, lets you group multiple tracks into 
a single track. I like to put each drum part 
on its own track, but that often results in 
at least a dozen drum tracks that take up 
a lot of space. With folders, you can col¬ 
lapse those tracks into one, and, of 
course, open them back up again. Both 
these features are in the Mac version, but 
V5 marks their debut on the PC. 

In fact, the whole arranger is more flex¬ 
ible — you can change the height of in¬ 
dividual tracks, which is handy when you 
want to highlight, for example, a particu¬ 
lar audio track. Parts can show names or 
events — longer names are allowed than 
the previous versions — and so on. No 
one feature is earth-shattering, but taken 
as a whole, they make a huge difference 
in making the arranging environment feel 
more fluid. 

Part of the interface streamlining in¬ 
volves adding new functions for handling 
parts and arrangements. A selection 

range tool can grab arrangement se¬ 
lections regardless of part boundaries, 
which you can then cut, copy, paste, etc. 

The toolbox has additional items, such as 
a logical editor preset tool and a groove 
preset tool. This allows applying changes 

without having to go to the 
menu bar. There’s a lot more 
dragging and dropping avail¬ 
able, both from desktop to 
Cubase, and within Cubase ed¬ 
itor windows. 

And if you like Groove Quan¬ 
tize, you'll appreciate the im¬ 
provements — grooves can last 
longer than a measure, you can 
audition changes in real time, and 
the degree of change caused by 
the groove is now variable. 

I like using keyboard equiva¬ 
lents with sequencers, and V5 al¬ 
lows you to define shortcuts for 
just about any command. This 
alone can save a lot of time once 

► continued on page I28 

TOP TEN REASONS TO UPGRADE 
1. Apogee UV22 dithering algorithm for converting 24/32-bi*. files to 16-bit resolution. 
2. Improved recording resolution: 16-, 24-, and 32-bit. These can be freely mixed among 
tracks. 
3. TrueTape option (32-bit resolution only). This lets you crunch the audio just as if you 
were overloading analog tape...and it really works. 
4. Several VST instruments (LM-9 drum machine, okay-sounding Universal Sound Module, 
Virtual Bass, and Neon synths). 
5. Cleaner interface and menu structures. 
6. Rocket Network-ready. 
7. Timing resolution up to 15,360 ppq. 
8. Built-in Fraunhofer MP3 encoder/decoder lets you import MP3 files into Cubase (they’re 
converted to WAV format), as well as render audio to MP3. 
9. Fifteen bundled plug-ins (proprietary to Cubase only) as well as better-sounding, re¬ 
designed EQ. 
10. “Linear Time Base” high-accuracy MIDI timing when used with Steinberg’s dedicated 
USB interface (not available for testing at the time of this review). 
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Carefully interwoven technologies. 

Like no other microphone you’ve ever used. 

The KSM44 multi-pattern studio condenser captures the essence of sound. 

Three polar patterns and an externally biased dual-diaphragm design let you record any situation 

with incredibly low self-noise (7 dB). Once you listen with the KSM44, you’ll discover a uniqueness that makes 

recordings stick. To join the growing number of KSM44 enthusiasts, call I -800-25-SH(JRE or visit www.shure.com. 

© 2000 Shure Incorporated 
SHURE 

IT’S YOUR SOUND 
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in Review By Steve La Cerra • slacerra@uemedia.com 

Avalon Design AD2O22 
Dual Mono Class A Preamplifier 

Pl KE CLASS A PREAMPI IFIER PURE CLASS A PREAMPLIFIER 
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MANUFACTURER: Avalon Design, PO Box 5976, San 
Clemente, CA 92673. Tel: 949-492-2000. Web: 

my U 87 (which is the ‘‘origi¬ 
nal” flavor, not the newer “a" 
version) and the KM 84. 
In fact the KM 84 never 
sounded better on acoustic 
guitar, reproducing a high 
degree of “you-are-there” 

The newest member of Avalon Design’s AD2000 Se¬ 
ries, the AD2022 is a two-channel, fully discrete sol¬ 
id-state microphone preamplifier. The AD2022 
shares lineage with Avalon’s M5 mic pre, though the 
AD2022 employs a fully balanced signal path and its 
maximum output level is higher than that of the M5. 

Perhaps most intriguing, each channel of the 
AD2022 features a five-position rotary switch for ad¬ 
justing the input impedance. A balanced input trans¬ 
former allows the load to be matched to the partic¬ 
ular microphone in use. Though this concept has 
been largely overlooked in modern mic preamp de¬ 
sign, it’s interesting to note that manufacturers such 
as RCA produced mic preamps specifically 
matched to load their microphones correctly. As of 
this writing, there's only one other preamp I know of 
providing this feature (GT Electronics' VIPRE). 

Plugged In 
I used the AD2022 with a variety of microphones, in¬ 
cluding a Neumann U 87, KM 84, and TLM 103; bey-
erdynamic M88, RCA 44BX, Sennheiser MKH404, 
Audix D1, D2, and D4; CAD Equitek E-350, and 
Shure SM57. All of these mies benefited from use 
of the AD2022.1 was hoping that the AD2022 might 
share the M5’s low-frequency extension, and I was 
not disappointed. Kick drum through the Audix D4 
was massive, with a bottom octave most pres just 
don't dig deep enough to capture. The AD2022 gen¬ 
erated very little noise, increasing the useability of 

plug" on such an expensive unit didn't feel like the 
right thing to do. 

With a quarter-inch-thick front panel and high-
quality parts under the hood, it's obvious that the 
AD2022 is a serious piece of audio gear. Attention 
to detail is meticulous, as shown in the neat PCB lay¬ 
out, WIMA caps, sealed-silver relays on all push-but¬ 
ton switches, and hex-head screws. Gain, output 
level, and filter pots all have an extremely smooth, 
solid feel, though the impedance select switches 
had a bit of play to them. 

The Tour 
Front-panel controls for each channel include 
stepped input gain and continuous output level 
knobs as well as 20 dB pad, phantom power, po¬ 
larity reverse, and high-pass filter in/out switches. 
Two smaller knobs provide adjustment of the input 
impedance and high-pass filter turnover frequen¬ 
cy. In addition to a large VU meter, each channel 
has a bi-color LED indicating green for signal pre¬ 
sent and red for +20 dB, which is 16 dB before clip¬ 
ping. A 1/4-inch TS jack allows direct injection of an 
instrument-level source. Blue LEDs for each chan¬ 
nel indicate proper DC supply from the external 
power supply (included). 

XLR jacks are provided on the rear panel for the 
mic inputs plus a pair of outputs for each channel. 
One of these is unbalanced, the other is electroni¬ 
cally balanced; both outputs may be used simulta¬ 
neously. The remaining connector is a four-pin XLR 
jack used to connect the AD2022 with the B2t pow¬ 
er supply (the cable is included). This isn’t a wall¬ 
wart or line-lump type supply — it's a small, solid 
metal box with a toroidal transformer and a de¬ 
tachable IEC power cable. Moving the supply out¬ 
side of the audio chassis is said to reduce the 
chance of the power transformer inducing hum in au¬ 
dio lines, plus it dissipates heat more effectively. You 
will, however, need to give a bit of thought as to 
where in your rack the power supply will live. The fact 
that the B2t doesn't have a power switch made me 
a little uncomfortable, if only because “pulling the 

Does 
adjustable 

input imped¬ 
ance make for 

a great mic 

SUMMARY: Two-channel, discrete Class-A microphone 
preamplifier with DI. 

STRENGTHS: Variable mic input impedance. Quiet. 
Transparent signal path. Excellent headroom. Easy 
operation. 

WEAKNESSES: Remote power supply. Manual needs to 
furnish more information regarding variable imped¬ 
ance settings. 
PRICE: $3,000 
EO FREE LIT. I: 118 
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EMTEC Pro Media inc., 

25050 Avenue Kearny, Suite 203, Valencia CA 91355-1256 
phone: 888/295-5551 fax: 661 /29S-5554 
in Canada phone: 800/817-4478 fax: 905/507-1726 
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with plenty of wood and a natural shimmer 
to the strings. There's a lot of headroom 
available from the AD2022.1 often slammed 
the VU meter to the +2 or +3 level without 
turning the signal indicator red. With a max¬ 
imum output level of +36 dB, you should be 
able to drive any load to sufficient level with¬ 
out taxing the output section. 

Operationally speaking, there are a lot 
of pluses on the AD2022: The switches 
operate without creating any noises — 
even the phantom power switch. Turning 
phantom power off while monitoring the 
output (not something I'd make a habit of) 
doesn’t produce the horrendous pop 
you’d expect; turning phantom power 
back on results in a muted thump at a lev¬ 
el low enough not to damage a monitor 
speaker if the volume happens to be up. 
A stepped resistor is used for input gain 
control, meaning you'll be able to accu¬ 
rately repeat session settings. This, 
along with the continuous output control 
— which covers a range of plus or minus 
three dB — easily enables fine tuning of 
levels in between the four dB steps of the 
input gain knob. 

I was pleasantly surprised to find that the 
AD2022’s DI was more than a gratuitous 
hole in the front panel. I used it for analog 
synth bass sounds, and the results were 
excellent. Low-frequency extension was 
ridiculous (in a good way), and having all 
that headroom allowed me to print hot lev¬ 
els without worry of running out of gas. 
Even on electric guitar, the DI was more 
than just “usable" — a bit of compression 
and chorus with the low-cut filter wound up 
near 80 or 100 Hz gave me a good clean 
rhythm guitar tone (unlike most pres 
where the DI...weil. ..sucks). 

Input Impedance 
The big question is whether or not the 
AD2022's adjustable input impedance 
makes any real d fference. The answer: 
yes, almost always. With some mies the 
difference was subtle, and with others, 
drastic. All of the mies reacted to im¬ 
pedance switching in terms of their out¬ 
put level. Each mic had a setting where 
a minimum of gam on the AD2022 was 
needed to drive the next signal stage to 
a particular level. Taking the time to find 

this setting paid off clearly in reducing the 
amount of noise introduced to the chain 
(though the AD2022 introduces very little 
noise in the first place). The most dra¬ 
matic example was with a pair of 35-year-
old Sennheiser MKH404 RF condenser 
mies. These mies use a small outboard 
power supply, plus a set of cables on the 
output of the supply that include bal¬ 
ancing transformers. The MKH404’s are 
picky about the mic pre to which they’re 
connected. When I found the “correct” im¬ 
pedance, the output of the MKH404’s 
jumped roughly six to eight dB higher for 
an identical input gain setting. This dif¬ 
ference made for a major improvement in 
the noise floor. It also sounded to me as 
if, at the highest impedance setting 
(“Mic"), the distortion level increased, per¬ 
haps due to transformer saturation. 

On the U 87, the 150-Ohm setting 
seemed to reduce background noise most 
effectively, and I also felt it was slightly clean¬ 
er. I opted for this setting, which sounded 
more natural, as opposed to some of the oth¬ 
ers that resulted in hotter output but a less 
natural sound. My RCA 44BX sounded most 
open in the top end at the 600-Ohm setting, 
but the “Mic" setting was most quiet. Dif¬ 
ferences with the SM57 were subtle; it was 
a touch thinner at 50 or 150 Ohms, yet more 
quiet at 600 or “Mic." (I do have to mention 
that using a '57 through the AD2022 for a 
snare drum really sounded good at any set¬ 
ting.) When using the Neumann TLM 103 or 
the CAD E-350, different impedance settings 
made a minimal change in the sound. Aval¬ 
on will be including a chart with the 
AD2022 that lists suggested settings for 
popular microphones. 

Dialed In 
Avalon has gracefully risen to the challenge 
of adding a new unit to their well-established 
AD2000 Series. The AD2022 is quiet, trans¬ 
parent, easy to operate, and feels well built. 
The low-frequency extension practically 
makes it a must for kick drum and bass 
synth or bass guitar recording. The ability 
to “tune" the input transformer to the mic 
you’re using makes the AD2022 very ver¬ 
satile, and can be very effective with cer¬ 
tain mies. You might even find that you re¬ 
discover your microphone collection! ■ 
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Overview 
The PCP is compact; two rack-units high, but eight 
inches wide. It's conceivable that you could rack¬ 
mount one or two of these with some sort of adapter, 
but no such hardware is supplied or listed as an ac¬ 
cessory. The unit uses an external lump-in-the-llne 
power supply with a four-pin XLR connector. A very 
nice padded hardshell case is included that holds 
both the PCP and its power supply. There’s no pow¬ 
er switch on the unit. 

The unit has parallel instrument (guitar) level in¬ 
puts on the front and back panels. The front-panel 
jack takes precedence when both are connected. 
Also on the front panel is a ground-lift switch for the 
instrument input, as well as a matrix of 15 push-but¬ 
ton switches for determining signal routing. On the 
right are three transformer-isolated 1/4-inch outputs 

Recording electric guitar has always been something 
of a challenge — there are just so many tonal possi¬ 
bilities from the guitar, the amps, the recording gear, 
the mic selection and placement, on and on.... Some 
engineers and musicians are able to circumvent the 
problem of tonal anxiety by committing to a sound ear¬ 
ly on. Others prefer to record the guitar direct, then 
later send the recorded direct guitar back out to an 
amp for miking and re-recording (re-amping). Still oth¬ 
ers record a single guitar that has been split and is 
simultaneously fed through multiple amps set up for 
different tones. All of these are valid solutions, but each 
requires extra technology, whether a direct box, re¬ 
amp box, guitar-level splitter, or whatever. 

If you’ve been struggling with capturing great gui¬ 
tar tracks, Little Labs may have just the tool you 
need: The POP Instrument Distro. The PCP is a mul¬ 
tipurpose guitar wonderbox designed to facilitate 
direct guitar recording, splitting, and re-amping, and 
level matching between pro and guitar-level gear 
(PCP stands for Professional to Cheesy Pedal). 

The ultimate 
guitar-

recording 
Swiss 

Army knife? 

level 
earth 

level 
earth 

Little Labs PCP Instrument Distro Guitar 
Splitter and Impedance Matcher/Converter 

that have same impedance and level as a passive 
electric guitar pickup. Each has an associated 
phase-reverse and ground-lift switch, as well as an 
output level control. Also included on the front pan¬ 
el is a “mult” output for routing the original guitar-lev-
el signal back out to an external device. 

The back panel sports a balanced 
XLR DI output and three balanced +4 
dBu XLR inputs. Across the bottom of the 
back panel are balanced 1/4-inch jacks 
for chaining together multiple PCP’s for 
extra I/O, an unbalanced 1/4-inch “long 
line driver" output, and the parallel in¬ 
strument input jack mentioned above. 

The manual is friendly to read and 
quite good; diagrams of some common 
system hook-ups would make it even bet¬ 
ter. For the unquenchably curious, the 
manual ncludes instructions on how to 
open and reassemble the unit. As the 
manufacturer says, “...I usually won’t 
even buy something until I open it. So 
here is how to do it without screwing it up.” 

MANUFACTURER: Little Labs, 6711 Whitley Terrace, Los 
Angeles, CA 90068. Tel: 323-851-6860'. Web 
www.littlelabs.com 
SUMMARY: A top-oMhe-line direc: bo< and flexible solu-
tion for feeding multiple amps simultaneously, -e-
amping, interfacing guitars with balanced -41 cBu 
gear, or interfacing balanced +4 dBu signals with 
guitar pedals and amps. 

STRENGTHS: Excellent sound quality. Very flexible. Line¬ 
level direct out. Three balanced *4 dBu inputs. Mul¬ 
tiple inputs can ’eed each output. Each input can 
feed multiple outputs. Polar ty reverse and ground-
lift switches on instrument input anc three instru¬ 
ment outputs. Instrument output evel tiims. Exoend-
able. 

WEAKNESSES: No way to pad line-level cirect output to 
microphone level. No power switch. Pricey. 
VERSION REVIEWED: 3.0 — upgrades are ava. labte from 
earlier versions; contact the manufacturer. 
PRICE: $950 
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Doug Beck remix artist/music producer 
Shanis twain. Backstreet Boys. Britany Spears. Cyndi Lauper. The Fixx 
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• Tempo and pitch changes tn real time 
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• Audition files in real time 
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• Editing - Sound Forge XP 4.5 included 

• DirectX Audio Plug-In support 
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• Track bouncing (mix to new) 

■ Adjustable stretch properties 

• Export each track as a single file 

• Tempo maps 

• Multiple time stretching algorithms 

• Snap-to grid 

• Hundreds of loops included 

» Export/Save as .wav, .wma, .mp3, .aif, .rm 
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"Censors would be all over me if 
you printed the first words that 
come out of my mouth regarding 
AC'D PRO. What you can print is 
that this is an astonishing, 
revolutionary program. There 
is nothing like it.^ I do a ton 
of remixing for today^ top artists, 
and ACID PRO has changed 
the very way I work. It 
takes the guesswork out of loop 
based composition and gives me 
more time to devote to actually 
creating. As long as I'm alive 
and making records and 
^searching out and producing 
||^ts, ACID will be a part of it. 

you print that?" 

• UNPRINTABLE" 
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in Review 

What It Does 
The PCP Instrument Distro can do a num¬ 
ber of things. Instrument (guitar) level sig¬ 
nals can... 

• ...feed the DI output, which is active 
and has +16 dB gain. In fact, you can use 
it straight into line-level inputs if you want 
— no need to go through a mic preamp. 
There's enough level available on this jack 
to drive +4 dB inputs — I even used it 
plugged straight into one of my Genelec 
1030 monitors. For some applications, such 
as where you want to feed a mic preamp 
for a particular tone, it would be nice to be 
able to pad the Direct Output down to more 
conventional direct box level. 

• ...feed the “long line driver" output, 
which is low impedance, and therefore can 
survive long-distance cable runs. One ap¬ 
plication might be when the guitar player 
is in the control room, but his amp is out in 
the studio. If feeding a low impedance sig¬ 
nal into a guitar amp makes you shudder, 
a second POP on the other end can be 
used to convert the signal back to guitar im¬ 
pedance. 

• ...feed any or all of the three instru¬ 
ment-level front-panel outputs. This allows 
you simultaneously run the guitar to up to 
three amps or to run it into multiple guitar¬ 
level effects in parallel, with no level or load¬ 
ing problems. 

In addition, the three +4 dBu inputs can 
simultaneously feed any or all of the three 
instrument-level front-panel outputs. This 
lets you convert balanced pro studio gear 
to guitar level/impedance for feeding gui¬ 
tar pedals, which can then be brought back 
in through the PCP’s instrument input, or 
you can send line-level signals into a gui¬ 
tar amp for re-amping. In addition, by us¬ 
ing these inputs in conjunction with the line-
level DI output, you can interface guitars 
with +4 balanced gear — this lets the POP 
serve as an “effects loop” for your guitar 
into which “pro” compressors, EQs, and ef¬ 
fects can be inserted with no level or im¬ 
pedance mismatches. 

All of the PCP’s functions are available si¬ 
multaneously, given the I/O limitations. In¬ 
strument level signals can be merged with the 
+4 inputs, although you can't control the rel¬ 
ative blend of the signals from the PCP itself. 

In Use 
Right off the bat, can I get an amen? The 
PCP features no menus or scrolling — 
there's a switch or knob for each function, 
and all the switches have complementary 
LEDs to indicate their status. Strangely, an 
LED showing green indicates “off,” while 
red indicates "on”; the opposite seems 
more intuitive. 

The PCP offers so many possibilities that 
it can almost cause option anxiety — es¬ 
pecially since you can route more than one 
input to each guitar-level output. In one 
case, I routed my Strat set to the pickup po¬ 
sition between the bridge and middle pick¬ 
ups into the PCP. The Direct (line-level) out¬ 
put I fed into a MindPrint tube compressor 
set to squash the signal pretty heavily. I 
brought the tube compressor back into the 
PCP’s balanced +4 Input C. I routed this out 
the PCP’s Guitar Output A to my Mesa Boo¬ 
gie. I also routed the dry guitar Instrument 
Input to Output A. (When multiple inputs are 

THE PEP OFFERS 50 
MANY POSSIBILITIES 

THAT IT CAN 
ALMOST CAUSE 

OPTION ANXIETY -
ESPECIALLY SINCE 
YOU CAN ROUTE 
MORE THAN ONE 
INPUT TO EACH 
GUITAR-LEVEL 

OUTPUT. 
routed to the same output, they’re merged 
internally by the PCP.) By balancing the lev¬ 
el of the compressed signal (using the out¬ 
put control on the compressor) against the 
dry guitar signal, I came up with a fat, 
singing tone that still had that great Strat 
“out-of-phase” attack. Lovely! I also used 
the PCP to feed my Les Paul through new 
Universal Audio 1176 and LA-2A com¬ 
pressors before sending it into a Marshall 
— ya gotta love it. 

I found the PCP worked very well for re¬ 
amping — taking tracks that had been 
recorded direct to hard disk and sending 
them back out to an instrument amplifier (or 
amplifiers). I used this to run direct-record¬ 
ed electric guitar tracks through amps and 
also to re-amp electric basses, vocals, and 
other tracks. I was especially pleased with 
some jazzy fingerstyle tracks I recorded di¬ 
rect into Pro Tools, then sent back out si¬ 
multaneously to my Mesa-Boogie 1x12 
combo and Peavey 4x10 Classic. Being able 

Little Labs PCP 

to blend the sound of the amps in the room 
and then position (and re-position, and re-po-
sition...) mies around them until I was hap¬ 
py was perfect for the tone I wanted. I find 
that working this way is especially effective 
for those (like me, in this case) who work 
alone. You can focus on capturing your per¬ 
formance by recording direct without wor¬ 
rying about mic placement, etc. Then you 
can go back, with your performance safe in 
the can, and spend as much time as you 
want getting the miked amp sound(s) perfect. 

For those into lo-fi, being able to correctly 
level-match the output of your “pro" record¬ 
ing gear with guitar pedals is very cool. You 
truly haven't lived until you’ve used a Cry¬ 
baby wah pedal to funk up your drum tracks 
or put an ElectroHarmonix Little Big Muff dis¬ 
tortion on a delicate acoustic piano solo. If 
you’re not into radical lo-fi, you can still get 
great results using guitar pedals. For ex¬ 
ample, my ancient Maestro Phaser II 
worked subtle wonders on a fretless bass 
solo, and few digital boxes can rival the cho¬ 
rus in my old Roland/Boss stompboxes. 

Sonically, it's hard to do a fair A/B com¬ 
parison between the sound of the PCP’s Di¬ 
rect Output and that of a conventional di¬ 
rect box, because of the level difference; 
you either have to preamplify the conven¬ 
tional direct box or pad the PCP’s output. 
Neither is a completely transparent solution. 
Still, in critical listening tests, I found the 
PCP’s Direct Output to sound excellent; 
round, full, and warm. 

A potential concern is damage to the tone 
of the guitar as the PCP splits it. But when 
A/B’ing between my Tele plugged straight 
into a Mesa Boogie Mk I IB combo, a heav¬ 
ily modified Marshall JCM 800 with 1960 
4x12 cabinet, and a vintage Fender Vi¬ 
brochamp, and the same guitar fed through 
the PCP to each amp (as well as to all three 
amps simultaneously), I found the PCP to be 
quite transparent. There was plenty of range 
in the unit’s output controls for matching the 
PCP to the straight guitar’s volume through 
each of the amps (the level required varies 
with the input impedance of each amplifier). 

Conclusions 
If there ever were an item that qualified as 
a “Swiss Army Knife” of guitar recording 
tools, the Little Labs PCP Instrument Dis-
tro would be it. This little box is capable of 
providing a ton of routing and interfacing 
possibilities — enough for all but the most 
gluttonous tone junky. And it does so with¬ 
out adversely coloring the guitar’s signal. 
It's pricey for casual use, but if you lust af¬ 
ter the Holy Grail of Guitar Tracks, the PCP 
Instrument Distro should land near the top 
of your list of must-try tools. ■ 

EQ I D€C€MB6R2OOO I 106 



THEY OHLY SOUHD EKPEHSIUE 

The MSP10 

also comes in 

highly polished 

Maple Sunburst. 

SW10 

subwoofer. 

Great Yamaha monitors are nothing new; professionals have trusted the legendary NS10M for yea's. 
Now, the MSP10 takes that tradition forward. 

MSP10 monitor speakers come biamplified...120 watts for lows/mids and 60 watts for the 
highs, resulting in yet lower distortion and coloration, coupled with “plug-and-play" 

convenience. Premium components, including custom designed 8” 
woofer, pure titanium dome Tweeter and heavily braced enclosure, . 

assure pure, sonic accuracy. Frequency response carries out well past * > „ * 

40kHz, perfect for those future 24-bit, 96kHz masters. 'Z T 

' If 5.1 surround or accurate deep bass is your goal, just add 

the matching SW10 subwoofer. Its unique 3 input arrangement, 

combined with a long-throw 10" woofer and 180 watt, self-contained amplifier, 

makes it suitable for either stereo or surround applications. 

Sound expensive? You’ll be very pleasantly su rprised—they’re less than half the cost of competition 

That sounds this good. The MSP10 and SW10. Once again, Yamaha gives you more for less. 

©YAMAHA 
© 2000 Yamaha Corporation of America, Pro Audio Products, P.O. Box 6600, Buena Park. CA 90622, (800) 937-7171 ext.621 or visit us at www.yamaha.com/proaudio 
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Audio ease Nautilus Bundle 
MAS-Compatible Plug-Ins 
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“octaves.” The pitch can be fine-tuned, and you 
can randomize it over as much as an octave. 

You can semi-predict what RiverRun will 
do, but I had more fun turning it loose and ex¬ 
perimenting with the controls. I turned to River-
Run repeatedly for creating unique textural 
washes — I had great luck making ominous 
tonalities from a drum loop, while a slap-pop 
electric bass track yielded harsh metallic 
washes — very cool. 

Automation of all parameters is sup¬ 
ported, allowing you to fine-tune the results 
to match your music. You can even auto¬ 
mate RiverRun's Record switch so you can 
capture and process a specific section of 
a track. 

position. Grain Speed determines the number of grains 
taken from the input; Grain Speed Random random¬ 
izes when those grains are taken, while Grain Length 
sets the duration of the grains. 

RiverRun picks a pitch for each grain basea on what's 
selected in the Pitch Grid. Twenty-three options are pro¬ 
vided from “no grid” to “c minor 7th” to “chromatic” to 

RiverRun 
RiverRun is the first plug-in to offer granular syn¬ 
thesis. It works by extracting tiny chunks of audio 
(called “grains”) from an input signal, then pro¬ 
cessing and recombining them. The results can 
range from tiny blips to intense metallic washes to 
evolving textures to pure noise. 

The relative simplicity of RiverRun’s user interface (fig. 
1 ) belies the complexity of the sounds it can generate. 
The display window (the “Grain Glass") shows audio 
that's been loaded or recorded into RiverRun; two slid¬ 
ers determine which section of that audio RiverRun is 
working on. The Walk control sets how fast RiverRun 
moves through the audio and whether it does so nor¬ 
mally or in reverse. By using the Record button, you can 
capture a section of audio from the track the plug-in is 
inserted on; when you quit or close the song, that au¬ 
dio is saved to a special folder and reloaded when you 
reopen the song. If you leave the Record button se¬ 
lected, the plug-in will continuously process incoming 
audio as if it were an effect plug-in. In this application, 
it would be nice if there were a wet/dry mix control. Al¬ 
ternatively, you can load a Sound Designer ll-format au¬ 
dio file into RiverRun. If you save a RiverRun preset, the 
current audio is saved and reloaded the next time that 
preset is accessed. There are two RiverRun modes: 
Flowing (more textural results) and Rhythmic (syncs to 
Digital Performer's clock). 

The Shape control applies an envelope to each 
grain, while the Mono/Stereo control randomizes its pan 

FIGURE 1 (left): RiverRun is a unique plug-in; the first to offer 
granular synthesis. FIGURE 2: Periscope offers a low-pass and 

a high-pass filter, as well as 30 band-pass filters in a highly 
controllable package. 

★ * * R I V E R R Lj'rû 

The ranks of plug-ins continue to swell — especial¬ 
ly in the “meat and potatoes” categories such as com¬ 
pressors, EQs, and so on. That's great, but if it’s new 
and different plug-ins you’re looking for, Audio Ease 
has something you should check out: the Nautilus 
Bundle. Comprising RiverRun (granular synthesizer), 
Periscope (EQ), and Deep Phase Nine (phase shifter), 
the bundle provides unique possibilities for creatively 
processing your audio. 

MINIMUM SYSTEM REQUIREMENTS: Macintosh G3, 233 MHz or 
better, Mac OS 8.5.1, MOTU Audio System 2.1, Dig¬ 
ital Performer 2.7, 35 MB RAM or more dedicated to 
Digital Performer 
PRICE: $299 
EO FREE UT. I: 130 

SUMMARY: The Nautilus Bundle is anything but another 
set of “me-too” plug-ins — recommended for those 
looking for inspiring, unique audio processors. 
STRENGTHS: Synchable to Digital Performer's ciock. 
Periscope is Altivec-enabled. Periscope's ability to 
“zoom in” on a frequency range. Deep Phase Nine's 
extended tonal possibilities. RiverRun's unique gran¬ 
ular synth capabilit es. RiverRun and Deep Phase 
Nine offer comprehensive automation support. 
WEAKNESSES: RiverRun can be processor intensive. No 
parameter automat on in Periscope. Unpredictable re¬ 
sponse to clicking to start one-shots in Deeo Phase 
Nine. Can't automale one-shots in Deep Phase Nine. 

Synchable 
24-notch 

phaser, 
BB-band EQ 
and spectro¬ 
scope, and 

real-time 
granular 

synthesizer 
plug-ins 

► AUDIO EASE NAUTILUS BUNDLE 
MANUFACTURER: Audio Ease, dist. in the U.S. by Mark of 
the Unicorn, 1280 Massachusetts Ave., Cambridge, 
MA 02138. Tel: 617-576-2760. Web: www.au-
dioease.com or www.motu.com 



By Mitch Gallagher • mgallagher@uemedia.com 

Periscope 
Periscope (fig. 2) is a 32-band EQ that Audio 
Ease says is “phase-correct"; meaning you 
can boost or cut a band without screwing up 
the phase-coherency of the signal. By zoom¬ 
ing in (you can get the bands down to as small 
as 10 Hz each), you can “surgically” remove 
frequencies, or, by using a wider bandwidth, 
create smooth, gentle curves. Periscope 
doesn’t support automation, except bypass. 
Audio Ease says this is to ensure compatibility 
with non-Altivec computers. 

Periscope's display panel conveys a great 
deal of information. The lower section of the 
window shows an overview. Its red and yel¬ 
low sliders determine the cutoff frequencies 
of the low- and high-pass filters, which in turn 
determine the frequency range displayed and 
processed in the upper window — this lets 
you focus Periscope’s 32 bands on a very 
tight frequency range if desired. 

Within the upper window are the EQ slid¬ 
ers, which are overlaid on a dynamic fre¬ 
quency display, making it easy to see when 
and where you’ve made EQ changes. The 
green graph displays peak level information, 
while the blue graph displays average level. 
When you click on a fader, a pop-up shows 
its frequency and amount of boost/cut. 

Periscope's Fader Edit Modes determine 
how the EQ faders interact when moved with 
the mouse. In Free Draw mode, the faders will 
snap to the cursor as you drag the mouse. In 
Flat mode, the faders snap to, and move in, a 
horizontal line. In Amplify mode, dragging one 
fader moves them all, but their relative positions 
don’t change—the effect is the same as mov¬ 
ing them all by the same amount. Exaggerate 
mode is similar, except that moving one fad¬ 
er moves all the others by the same relative 
amount. So pushing a fader exaggerates the 
EQ curve, while pulling it flattens the curve. 

In Magnetic mode, moving one fader also 
moves the faders around it. How many faders 
and how far they move is determined by the 
Magnetism knob. The effect is that moving 
one fader creates a smooth EQ curve, as op¬ 
posed to a single-band peak or notch. 

In use, Periscope is very powerful. Being 
able to “concentrate” the 32 bands on a nar¬ 
row range of frequencies gives you extremely 
precise tonal control. With the Fader modes, 
you can zero in on the EQ curve you want 
very quickly — there are even key-com¬ 
mands for switching modes. The sound re¬ 
mains crystal-clear no matter how intensely 
you're cranking or cutting bands. 

Deep Phase Nine 
Deep Phase Nine (fig. 3) is a true phaser, fea¬ 
turing up to 24 sweeping filters per channel. 
Its interface has three panels. On the upper 

FIGURE 3: Deep Phase Nine is a true 
phaser offering extended control possibilities. 

left is an animated display representing the 
moving filters. The Low and High knobs set 
the upper and lower frequency limits of the 
sweeps. When Deep Phase Nine is used in 
stereo (as it is here), the knob in the center 
of this panel appears; it offsets the filters in 
the left (yellow) and right (red) channels. 

The LFO waveform can be set to sine, tri¬ 
angle, sample and hold, or one-shot sine or 
triangle. In one-shot mode, you can click any¬ 
where in the oval and the yellow ball (which 
reflects the motion of the LFO) will travel 
around to the yellow circle (called the “sock¬ 
et”). You can position the socket wherever you 
like. I found one-shots a bit unpredictable. 
Sometimes the ball would start traveling from 
the cursor position, sometimes from the sock¬ 
et. Unfortunately, you can’t currently automate 
one-shots. You can sync the LFO to Digital 
Performer’s clock and sub-divide the beats in 
double, triple, and other rhythmic divisions. 

On the right is the notch panel. Here you 
set the number of notches per channel (from 
one to 24), the distance between notches, the 
amount of feedback (determines the 
notch/peak depth), whether feedback is pos¬ 
itive or negative (results in notches or 
peaks, respectively), and the wet/dry mix. 

In use, Deep Phase Nine sounds incredi¬ 
ble. I often found myself “playing” the para¬ 
meters dynamically. Since you can automate 
almost everything in Deep Phase Nine, you 
can capture and edit whatever moves you 
make for later playback. From traditional phas¬ 
er effects to filtering effects to totally new 
sounds, the plug-in is capable of generating 
some great tones. Being able to offset the two 
channels is a nice bonus, resulting in even 
more liquid sounds with a nice stereo spread. 

Conclusions 
If you're looking for another “me-too" set of 
audio plug-ins, then this Audio Ease offering 
isn’t for you. But if you're looking for power¬ 
ful EQ, a fresh take on phasing, or totally new 
synthesized textural possibilities, Nautilus def¬ 
initely fills the bill. ■ 
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DIGITAI EFFECTS 

ART HPFX 
HEADPHONE MONITORING SYSTEM 
WITH EFFECTS 
By Rob McGaughey 

BASICS: The HPFX is a self-contained headphone monitoring sys- | 
tern. It can function as a standard headphone amplifier capa- ! 
ble of driving four pairs of headphones at ear-spHtting levels, 
each with its own level control. The cool part of the HPFX is the 
ability to input two microphone inputs, apply effects to them, and 
blend the results with the stereo mix input — this gives you (or 
your musicians) "more me” control. The HPFX features micro¬ 
phone inputs capable of 56 dB of gain, and a Mic Thru jack 
passes the unity-gain, unprocessed incoming microohone sig¬ 
nal on to a mixing console or microphone preamp. 

The headphone outputs deliver 1/4-watt RMS/channel. The 
HPFX doesn’t offer built-in pnantom power, but an external mic 
preamp or a mixer connected to the Mic Thru connectors can 
supply it. The stereo mix inputs are unbalanced 1/4-inch con¬ 
nectors at line level with a switchable 20 dB pad that allows you 
to bring in signals from other headphone amps or to cascade 
multiple HPFX’s together. The built-in 24-bit effects include re¬ 
verb, echo, and discrete delay (slapback), and special effects 
(choruses, flangers, and discrete delay) are tailored for vocal 
use. The HPFX has an effect bypass, an effect select knob, and 
a parameter adjust knob that provides basic effect tweaking. 
Both microphone inputs must use the same effect settings, and 
you are limited to one effect at a time (you can't, for example, 
chain a delay and a reverb). The HPFX also has an unbalanced 
line-level stereo output jack that carries the microphone input 
signal with effects. 

PROS & CONS: The HPFX is easy to use and very capable. It delivers 
plenty of leve' and the effects are good enough for tracking ap¬ 
plications. It is transparent in the signal path even when used 
with top-quality condenser microphones and preamps. The 
HPFX is particularly useful wnen recording by yourself or if you're 
using a DAW without a hardware mixer. A drawback is that the 
stereo mix inputs are unbalanced, which could be a problem 
if you need to place the HPFX a long distance from the audio 
source. The effects are a nice bonus for a headphone monitoring 
system. 

BOTTOM UNE: I really liked the HPFX. It’s a useful tool for 
easily creating flexible cue mixes. Many DAWs and 
computer-based studios have limited flexibility 
in this regard and many hard-disk-based sys¬ 
tems have the added problem of signal delay 
caused by the latency of the computer sound 
card or audio interface. The HPFX is an excel¬ 
lent solution to these problems and should find 
a welcome home in many home recording stu¬ 
dios. My wish list is short: balanced mix inputs 
and more mic channels. 

From the "can I get a little ‘more me' in the headphones?" 
cuestión to circumventing DAW latency to creating flexible head¬ 
phone mixes with dedicated effects, the HPFX provides an easy, 
cost-effective solution. 

ART HPFX 
PRICE: $299 
CONTACT: ART, 215 Tremont St., Rochester NY, 14608. Tel: 
716-436-2720. Web: www.artroch.com EQ free lit. #120. 

RICOH MP9I20A COMBO DRIVE 
! HIGH-SPEED INTERNAL ATAPI 
CD-R/CD-RW/DVD-ROM DRIVE 
By Mitch Gallagher 

BASICS: Burning and reading audio CDs, CD-ROMs, and CD-Rs, 
and, more recently, accessing data on DVD — these tasks have 
become significant for most studio owners: Making sure you 
have the right drive for these tasks is essential. Ricoh's new of¬ 
fering, the MP9120A combo drive, offers a fast internal ATAPI 
(IDE) solution. A 1/2-height drive that can be mounted hori¬ 
zontally or vertically, the MP9120A supports Windows 95, 98, 
98SE. ME, 2000, and NT4. It's read-compatible with audio CDs, 
CD-ROMs, CD-R, CD-RW, and DVD-ROM. It’s write-compati¬ 
ble with CD-R and CD-RW, including audio CD, CD-ROM, Mixed 
Mode, Video CD, Photo CD, and more. Speedwise, the 
MP9120A offers 12X writing, 10X re-writing, 32X read (CD), and 
8X read (DVD-ROM). The MP9120 also supports audio extraction 
from CD. 

The drive installed easily in my Dell. Once I set its jumpers 
correctly, the Ricoh was happy to coexist with the PC’s stock 
internal hard, Zip, and CD/DVD-ROM drives. 

An internal S/PDIF output port (but no cable) is provided for 
linking to sound cards that offer a similar internal input. This 
worked perfectly with the Steinberg Nuendo 96/52 (see review 
in last month's issue). There's also an internal analog output for 
sound cards that support that option, as well as a headphone 
jack with volume control on the front panel. 

Several programs are bundled with the MP9120A. Prassi Pri-
moCD Plus software is basic at best. It’s good for creating CD 
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copies, backing up, or for burning quick reference audio 
CDs. While it claims to be designed for “pro CD master¬ 
ing," this isn't the case for audio CDs — you’re given no 
control at all, not even over the spacing between tracks. 
On the plus side, PrimoCD is simple, fast, and intuitive to 
use. Also included are Inter Video WinDVD 2000, which 
supports playback of DVD videos on your PC (assuming 
the computer has enough juice), and abCD, which allows 
you to drag/drop files on CD-RW discs. WinDVD worked 
well, but, unfortunately, abCD isn’t Windows 2000- or NT-
compatible, so I was unable to test it. 

The MP9120A features a 2-MB buffer as well as Ricoh’s 
proprietary “JustLink” technology, which the company says 
automatically anticipates and prevents buffer underruns. 
Whether JustLink works or not I can’t say for certain — although 
I experienced no buffer underruns! 

PROS&CONS: The weakest part of the MP9120A is its software 
bundle, but this won’t bother most serious users. They’ll have 
their own favorite CD-burning applications they’ll want to use 
anyway. 

On the plus side, the drive works well, and it supports pret¬ 
ty much whatever format you throw at it. I used it with Ricoh's 
own high-speed-rated CD-Rs and CD-RWs, various “name 
brand” discs, and generic blanks without a problem. Right now 
DVD support isn’t that big of a deal for most users, but it’s there 
if you want/need it, and it worked fine for me. 

BOTTOM UNE: The best thing you can say about the MP9120A is that 
it does what it claims to do, and does it well. The broad format 
support, fast, easy operation, and internal digital and analog au¬ 
dio connections all add up to a solid offering from Ricoh. 

RICOH MP9I2OA 
PRICE: $349 
CONTACT: Ricoh Corp., 1101 Bell Ave, Tustin, CA 92780. Tel: 877-
742-6479. Web. www.ricohdms.com EO free lit. #121. 

keyboard up to work with your computer is a breeze. An included 
CD contains USB drivers for both Mac OS 8.5 (or later) and Win¬ 
dows 98, plus USB drivers for both OMS 2.3.7 and FreeMID11.42. 

I ran the USB OMS driver installer, restarted my PowerBook, 
plugged in the PC-300, and launched Emagic’s Logic Audio, and 
within a couple of minutes I was dancing my fingers across the 
keyboard playing my Native Instruments B4 and loving it! Frankly, 
I’ve rarely experienced such an easy installation and setup. From 
pulling the shrink wrap off the box to making music took all of ten 
minutes. Tweaking MIDI parameters such as volume, program 
change, panning, chorus, reverb, or even aftertouch can be done 
with a push of the keyboard’s MIDI/Select button followed by “data 
entry” accomplished by pressing one of the 49 keys. Choosing 
the octave you want to play in is as easy as pressing the +/- oc¬ 
tave button. Roland’s classic pitch/modulation lever is included, 
and there’s a jack for use with a sustain/hold pedal. 

PROS 6CONS: The PC-300 makes a great portable keyboard controller, 
and it's also wonderful for a space-limited studio or MIDI com¬ 
posing rig. The integrated MIDI interface is a big plus, as is the 
easy connection to Mac or Windows computers via USB — and 
did I mention there’s no power cable? If you're a mobile musi-
cian/producer like me, you might wish the PC-300 was a bit small¬ 
er for traveling; an octave fewer keys would allow it to fit in my 
suitcase a bit easier. Overall, the PC-300 is a great value. 

ROLAND ED PC-300 
PLUG AND PLAY USB KEYBOARD CONTROLLER 
FOR MAC AND PC 
By Mikail Graham 

BASICS: If you’re using a USB-equipped Mac or PC and have a need 
for a compact keyboard controller that offers a built-in 16-channel 
MIDI interface, real-time performance tweaks, and more, then the 
Roland ED PC-300 might be just the ticket for you. It has 49 full-size 
keys, weighs all of five pounds nine ounces, and gets its power from 
the computer's USB port, which keeps the cord mess down to just 
one USB cable (supplied), unless you decide to use the PC-300's 
integrated MIDI Out port with an external MIDI module. Setting the 

BOTTOM UNE: I found the PC-300 to be a true “plug and play” solu¬ 
tion and a very useful addition to my mobile PowerBook studio. 
The extra MIDI port let me easily connect to the external devices 
I'm using these days, plus the ability to tweak controllers and 
even add aftertouch were welcome bonuses. 

ROLAND €D PC-3OO 
PRICE: $325 
CONTACT: EDIROL Corporation, PO Box 4919, Blaine WA, 
98231-4919. Tel: 800-380-2580. Web: 
www.edirol.com EO free lit. #122. 
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INDUSTRY INSIDER 
ANDERTON@MUSICPLAYER.COM 

Houj to spend more of your 
studio time making music 

The Art of Simplification 
A couple years ago, I realized I was spending 
more time getting ready to make music than 
making music. Even worse, despite having 
some pretty cool gear, I was having less fun 
than when my setup consisted of a four-track 
tape recorder and some do-it-yourself Paia syn¬ 
thesizers. 

We all know the culprit in this scenario: tech¬ 
nology. And many people, having identified the 
culprit, start scaling back. After all, the less tech¬ 
nology you have to deal with, the better.. .right? 

Yet I had become seduced by the power of 
editing, digital audio, and sophisticated soft¬ 
ware. Furthermore, a lot of my gig depends on 
being on top of new technology, so I didn’t see 
any real alternative other than continuing to pro¬ 
ceed in the same direction. 

And it's a good thing I did continue on, be¬ 
cause — surprise! — instead of reaching a point 
of diminishing returns, my studio reached a point 
of increasing benefits. The problem wasn’t re¬ 
ally too much technology. The problem was not 
enough technology, or technology that wasn’t 
applied toward a single, coherent goal: having 
fun with the process of making music. 

I thought it might be helpful to identify the 
steps that have simplified my life. Everyone’s sit¬ 
uation is different, of course, and what worked 
for me might not apply to you. But hopefully the 
concepts will make sense, and may inspire you 
to make a few setup tweaks that simplify your life. 

The Baddest Processor on the Block 
A major change was upgrading my 0 Perfor¬ 
mance Systems computer's processor from 450 
MHz to 850 MHz. Suddenly, digital audio pro¬ 
grams ran more tracks, more consistently. I 
could use lots of plug-ins instead of having to 
carefully select a balance of software plug-ins 
and external rack processors. 

Finally, I really could do it all inside a com¬ 
puter— record, mix, process, and master. That 
alone simplified my life, in ways that didn't be¬ 
come totally obvious until experiencing some 
of the other changes listed below. 

By the way, anyone who tells you that a 1 
GHz processor isn’t necessary probably just 
does word processing and ‘Net surfing. For mu¬ 
sic software, a faster processor doesn’t just give 
speed: it gives power. 

Goodbye, Virtual MIDI Tracks 
Virtual MIDI tracks were great back when digital 
audio meant expensive multitrack tape decks or 
software with limited track counts. But they always 
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were a bit of a pain. It seemed impossible to set 
up a MIDI rig to make exactly the same sound 
twice, what with mixer preamp tweaks and the 
like: and with multitimbral synths, you’d always en¬ 
counter the limits of polyphony or timing stabili¬ 
ty. So you’d have to go back and make sure notes 
didn’t overlap unless they were supposed to, thin 
out controllers, maybe offload a few voices to an¬ 
other synth... I even did baroque tricks like sync 
up a synth’s onboard sequencer with a MIDI se¬ 
quencer, just to keep the timing more stable. And 
there was always the issue of having effects that 
sounded great on individual patches, but dis¬ 
appeared in multitimbral setups. Sure, you could 
try programming some workarounds, but the op¬ 
erative word there was indeed “work." 

Now that I can do more tracks with digital au¬ 
dio, MIDI is no longer for playback. I get the 
parts the way I want, then mute everything ex¬ 
cept for one MIDI track, and transfer that part 
over as audio to a digital track. It has the right 
effects, level, expressive nuances, etc. already 
built in. If I change my mind later, it’s no big deal 
to go back to the sequencer, edit the part, then 
transfer again. 

MIDI Sequencers: For Editing Only 
MIDI sequencers excel at editing; you can re¬ 
alize just about anything you can imagine. But 
as capture devices, I generally prefer the on¬ 
board sequencers found in keyboards — with 
my Ensoniq TS-10,1 can record tracks within 10 
seconds of turning it on (try that with a com¬ 
puter). There's the issue of transferring the tracks 
over to the computer for editing; I’ve heard of a 
utility that converts TS-10 sequences to Standard 
MIDI Files, but I just sync it up to the sequencer 
and transfer parts over in real time. 

No More Patchbays! 
How many hours of your life have you spent 
patching gear? Too many, I bet. Using the com¬ 
puter for as many functions as possible reduces 
patch points by default; for example, instead of 
having to patch in a signal processor, you just 
deal with a drop-down menu of plug-ins. 

But what really killed the patchbay for me 
were two parallel developments: the digital mix¬ 
er and the ADAT lightpipe interface. 

The Digital Mixer + ADAT Interface 
Nerve Center 
What a relief to replace eight-channel snakes 
with a small fiber-optic cable.. .by ferrying sig¬ 
nals between digital mixer, computer, and 
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RNC1773 
Really Nice Compressor 
Pristine analog audio path & precise 
digital control creates what some 

professionals are saying is one of the 
best compressors you can buy for under 

$2,000! 

Better. 
Super nice compression: three layered 

stereo compressors in one box. 

Cleaner. 
100 kHz bandwidth. Meticulous circuit 

design and layout. 

Cheaper. 
"Compression at a near-unbelievable 
price-performance ratio...absurdly cost 

effective" 
-Craig Anderton, EQ 

INDUSTRY INSIDER 
ANDERTON@MUSICPLAYER.COM 

peripherals eight channels at a time, I/O as¬ 
signment occurs inside the computer or 
mixer, not by plugging and unplugging 
physical cables. This also means that se¬ 
tups can now be storable presets, not 
physical cable patches. 

Adding a Panasonic DA7 to my setup 
was another major step up. Because it has 
analog as well as digital I/O, it’s possible 
to use “legacy gear” as well as new 
digital whiz-bangs. But the main way it 
made my life simpler was at the digital end. 
I have presets stored for just about 
everything: recording guitar, recording 
voice, mixing down from computer, send¬ 
ing multiple channels into the computer for 
recording, etc. As an added touch, the 
onboard dynamics and EQ can take some 
of the load off the computer. If I’m hitting 
the limits of plug-in performance, I can 
send signals from the computer to the DA7 
via lightpipe, and use its processors 
instead of having to dedicate a zillion 
plug-ins to various tasks. 

Because ADATs are still a part of my set¬ 
up, obviously the ADAT lightpipe works for 
them as well. But there are occasional sit¬ 
uations where I need to have the ADAT and 
computer audio present concurrently. For 
these times, I have an eight-channel snake 
that connects the ADAT’s analog outs into 
the DA7’s analog ins. The quality is virtually 
indistinguishable from going digital, which 
frees up the digital I/O for the computer. 

Default Settlings 
Proper attention to defaults can also sim¬ 
plify life. Sync for my Frontier Design Dako¬ 
ta sound card (chosen, of course, for its 
simplicity!) is always set to the first of two 
ADAT lightpipes coming from the DA7, and 
the DA7 is always the master. If I’m trans¬ 
ferring from CD or DAT (neither of which 
has word clock) into the DA7,1 set the DA7 
to sync off that, but the sound card still 
syncs to the resulting DA7 clock signal. I 
hardly ever have to mess with the sound 
card default settings. 

Personalizing The Computer 
You can also personalize your computer 
and software to make them more produc¬ 
tive. Consider placing icons for your 
most-used applications on toolbars, putting 
them a single click away from launching 
while eliminating lots of desktop clutter. 
Also, software features such as screen 
sets, where you can save particular con¬ 
figurations of windows, can also save time. 
Programmable function keys and keyboard 
commands, once learned, speed up op¬ 
erations tremendously. 

Summing Up 
It took a while to get there, but my studio is now 
pretty close to all-digital (or at least, as digi¬ 
tal as I want it to be; I’m not quite ready to start 
singing in binary yet). The hype has always 

ANYONE WHO TELLS 
YOU THAT AI GHZ 
PROCESSOR ISN’T 

NECESSARY PROBABLY 
JUST DOES WORD 
PROCESSING AND 
‘NET SURFING. FOR 
MU5IC SOFTWARE, 

A FASTER PROCESSOR 
DOESN’T JUST 
GIVE SPEED: IT 
GIVES POWER. 

been that technology would make our lives 
easier, but when you're dealing with word 
clock problems, software updates, inter-man¬ 
ufacturer incompatibilities, and other gremlins, 
the reality looks quite different. But take heart 
— past a certain point, the technology reach¬ 
es critical mass and it does indeed deliver on 
its promise. Your role in all this, though, is to 
avoid temptation: when everything is working, 
don’t switch programs for a few extra features 
or get every update that comes along. If you're 
not having fun making music, then some¬ 
thing’s wrong. But if everything’s going 
smoothly, don’t mess with success! 

Craig Anderton has given seminars on tech¬ 
nology and the arts in 37 states and 10 
countries. He is creative director of 
MusicPlayer.com, as well as a performing 
musician who just finished playing at the 
Battery Park 2000 festival in Zurich, 
Switzerland. 

WEBLINK 
Have a question or comment for 
Craig Anderton? Visit his online forum 
at www.musicDlauer.com . 
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privacy of their own homes. 

It seems that every new day brings a new dotcom music 
retailer claiming to have the best selection and the lowest 
prices. Who are these people and where do they come from? 

Use your Sam Ash Credit Card 
and make no payments, pay 
no interest for six months on 
purchases of $500 or more!* 
Call 1-800-4-SAMASH today 
and get a copy of our 180- 1

page full-color catalog featuring thousands of the latest products from all of 
the leading manufacturers - it’s like holding a music store in your hands! 

Only SamAsh.com offers the benefits of over 76 years of ser¬ 
vice to musicians. The Sam Ash family is committed to deliv¬ 
ering their world-famous selection, service and famous dis¬ 
counted prices to musicians on-line. 

The largest selection of the 
hottest products all at the 
guaranteed lowest prices! 

Every major brand, every top 
model - including some that 
you won't find anywhere else! 

No other on-line/catalog retailer can offer you the 
incredible selection of musical instruments, pro 
audio and accessories like SamAsh.com. Our huge 
70,000 square foot warehouse is packed with the lat¬ 
est and greatest from such leading manufacturers as 
Roland, Korg, Alesis, Yamaha, JBL, Crown, Mackie, 
Shure, Steinberg, Samson, dbx, Fender, and Gibson -
to name only a few! 

all 1-800-4-SAMASH for complete oetails. Some 

ailed on the website or call 1-800-4 SAMASH for 

The Best Selection 
Our multi-million dollar inventory means the gear you want 
is always in-stock. And most orders are shipped out the very 
same day! 

it from a friend, travel to another planet or go with one 

of the most trusted names in the music industry! 

Acoustic electric, bass - you 
name it, we got it! In-stock and 
ready to ship! 

Get A FREE 180 Page Color Catalog! 
Call Toll-Free: 1-800-4-SAMASH 

visit us on the web at www.samash.com or call 

1>8OO«4*SAIV1ASH 
twenty-four hours a day • seven days a week 

Our staff is filled with musicians who will make 
sure that you find exactly what you are looking 
for - at the lowest price available. For over 76 
years guitarists have relied on Sam Ash for pro¬ 
fessional advice and service. We created 
SamAsh.com specifically for musicians that want 
Sam Ash style selection, price, service and 

expertise without 
having to leave the Personalized Service 

Your complete satisfaction is our only goal. That’s why 
SamAsh.com gives you 45 days to make sure you are totally 
happy with your purchase.* If you ever have a question, our 
call center is staffed by 
actual musicians, producers 45 
ar.dDJs ready to handle any [day satisfaction 
and all questions you might guARANTEEL 
have regarding our products and services. If you are ever dis-
satisfiea for any reason call (516) 932-6400 and an Ash fam¬ 
ily member will be glad to take your call. 
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The Guaranteed 
lowest Prices Mt Hill , 
Everyone claims to have the O ¿ “''Cf/ 
lowest prices. But only 
SamAsh.com stands behind their claim 
with the industry’s best price protection policy. Simply put, 
find a lower advertised price from an authorized dealer 
within 60 days of your purchase and we’ll beat it.* 



KURMUDGEON'S 
ALFONTS@AOL.COM 

Dr. Al on the evils of Napster 

Hijacked by Napster 

IF SOME HUNGOVffl RUT 
GUY IS DOWNLOADING A 
SONG I WROTE SO HE 
CAN HAVE THE PROPŒ 
COOL SOUNDTRACK TO 

GET SOME NOOKIE LATER 
THAT NIGHT, MY RIGHTS 
ARE B0NG AS VIOLATE) 
AS THOSE OF HIS SOON-
TO-BE-ARRMNG DATE 

Musicians in the limelight have a shelf life of 
from one to infinity years. The majority fall out 
of public favor after four or five heady, high-pro¬ 
file years. We can call up a few as examples: 
The Association, Huey Lewis & The News, 

I wanna start off by saying I chose the music 
business back in 1958 to express myself and 
to make a living. I’ve shared apartments with ro¬ 
dents (the furry and fleshy kind) in New York 
City and I've rented houses in Los Angeles that 
Ringo moved into when I vacated. It’s been a 
bumpy, crazy ride. I’ve been cheated out of ex¬ 
tremely large sums of money by some of the 
best and I’ve learned from them what notto do 
next time. Very costly lessons they were. 

This is my life and this is my job; I’m no bet¬ 
ter or worse than any of you, I’m probably just 
older (57) and perhaps a bit warier and a little 

wiser. I’ve no Mercedes, Pro Tools, or surround 
sound. I don't go out to parties or restaurants 
every other night, and when I do venture out, I 
must admit I'm often dressed in a rather hu¬ 
morous manner. I’m beyond the point of being 
a rock star or a name on everyone's lips. 

I live comparatively comfortably on the small 
percentage of royalties I was able to pry out of 
calculating evil paws over the years. Those 
stipends are rightfully mine and represent a life¬ 
time of dedication and nose to the grindstone. In 
2001, I’m celebrating my 43rd anniversary of be¬ 
ing Married to The Music. Okay, let us begin.... 

► WEBLINK 
Have a question or comment for AI Kooper? Vis¬ 
it him online at the eQBoards. iuiuuLeqmaq.com. 

Grand Funk Railroad, The Dave Clark Five. The 
concept is that you should make and save as 
much as you can while your window of oppor¬ 
tunity is open. In a perfect world, you could be 
covered for the rest of your life (this rarely hap¬ 
pens). You could have written or recorded one 
or more songs that are enjoyed way past the 
original window of your success. "Time Of The 
Season," “Daydream," “Henry The Eighth”; all 
have survived their initial runs and continue to 
earn healthy money for their creators. As you 
get older, you find that your songs are like your 
children. They come to look after you when no¬ 
body else will. It’s comforting in a way. 

Well, discomfort runs rampant in the 21st 
century. They’re putting your children into 
bondage and preventing them from taking care 
of you. And their name is Napster. 

I’ve remained stoic and quiet on this subject 
for quite awhile, but now I must vent and rant or 
be crushed under a glass-encrusted tire of dis¬ 
respect. I guess the thing that rankles me the 
most about Napster is that you have no say in 
whether they exploit your work or not. No con¬ 
tracts need to be signed. Somebody uploads 
your song and that’s it. No one with a modem and 
a computer has to buy it ever again. Now if one 
were in their twenties and in an ambitious, 
nascent band, they would welcome Napster and 
their ilk — if only for the free distribution and pub¬ 
licity. I believe Brother Dylan said it best: “When 
ya ain’t got nuthin’, ya got nuthin’ to lose...." 

But as one gets older, promoters won't 
guarantee you enough money to take a band 
out on the road. Record companies aren’t 
looking to sign 50-plus-year-olds — they’d 
rather come up with clever new ways to de¬ 
sign elaborate box sets of your catalog and 
charge your royalty accounts for their hand¬ 
iwork without permission. 

Now my subsidizing income comes from my 
songwriter royalties. At this point in my career, it 
doesn’t serve my purpose to have free copies of 
my music floating around, especially of an audio 
quality I wouldn’t sanction if consulted. I don’t have 
a new CD coming out or a new tour in the offing 
that needs promoting. I’m just a meat-and-pota-
toes musician who still needs to realize an income. 
If a company comes to me and says they want to 

► continued on page I28 
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REASONS NOT TO BOY 
A MACKIE B8B...ZERO 

—Roger Nichols, EQ Magazine 
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Normally we don’t name competitors in our ads. But in this case, Mix Magazine 

published the other nominees for the i999 TEC Award for Outstanding Technical 

Achievement in Small Format Consoles: Allen & Heath’s GS-30OO, Digidesign’s 

ProControl, Panasonic’s WR-DA7, Spirit’s Digital 328 and Yamaha’s DIV 

Thanks to all who helped us win this prestigious award. 

& 
KI 

Our Programming Department has been chugging the double 

lattes to create Mackie Realtime OS”“ Version 3.0, packed with 

more new features and enhancements than you can shake a mouse at. 

Here’s just part of what 3.0 adds to the already amazing D8B. 

• New key (sidechain) inputs for all 48 onboard dynamic 

processors featuring soft knee architecture and single band 

20-20k parametric EQ for frequency dependent processing such 

as de-essing 

• 3rd-party plug-ins via our new UFX card. Up to 16 simultane¬ 

ous plug-ins on the first 48 channels, pre or post DSP, pre-fader 

via up to 4 UFX cards. Each plug-in is available twice -

once when tracking, and again at mixdown! 

• Multip e Undo List — 999 levels! 

• New Snapshot libraries. 

• Externally or internally accessible inserts across 

Mains and Buses plus channel inserts pre and post DSP. 

• Updated GUI including 48-channel fader bank view screen. 

• Time Offset (delay) adds a delay of up to 999 samples 

to the signal at the pre-DSP (dynamics / EQ ) point in the 

signal path. 

• New surround capabilities including depth-of-center 

control (LCR mixing with divergence), multiple surround panner 

window, individual LFE channel level control. 

• Multiple direct outs per channel. 

* Optional level to tape fader control. 

* Assignable, bidirectional MIDI control of all parameters. 

• Cross patchingallows substitution of channels between 

various banks. 

The list of top engineers and producers who use the award-

wmning Mackie Digital 8 • Bus is growing daily. For info on 

the D8B, new UFX and Optical • 8 cards, 3rd-party plug-ins 

and how D8B owners can get their free OS upgrade, visit 

www.mackie.com or call your local D8B dealer. 

PLUS 3 MORE REASONS TO GO FOR II 
ííiíííiííiiíiíiiííiM 

0 DSP PLUG INS! 
Antares’ Auto-Tune for the D8B uses 
advanced DSP algorithms to detect the incom¬ 

ing pitch of a voice or solo instrument as 

it’s being tracked and instantly pitch-correct 

it without introducing distortion or artifacts. 

Fully automatable. 

Massenburg Parametric EQ. MOW 
2x2 High-Resolution Parametric Equalizer 

plug-in from Grammy-winning engineer/ 

producer George Massenburg. Mono/stereo EQ 

at 96kHz sample rate for unprecedented clarity 

and high frequency smoothness. 

Drawmer offers two dynamics packages for 
the D8B: ADX100 includes their industry stan¬ 

dard frequency conscious gating, plus compres¬ 

sion and limiting; ADX200 adds variable “Peak 

Punch” and further Drawmer innovations. 

IVL Technologies’ VocalStudio 
provides real time vocal doubling, multi-part 

harmonies and pitch correction in an easy-to-

use interface. A free demo is built-into the 

Digital 8 • Bus. Just add a second MFX card 

to own this innovative plug-in from a world 

leader in vocal processing. 

TC Electronic Reverb (Bundled with 
the D8B UFX card) provides Reverb I and 

Reverb 2 algorithms from the renowned TC 

Electronic M2000 Studio Effects Processor. TC 

FX upgrade package contains an expanded 

set of M2000 reverbs plus Delay, Chorus, and 

Pitch. TC 2000 adds the TC M2000’s Reverb 3, 

de-essing, tremolo, phasing, and panning. 

0 1999TEC AWARD 
v  WINNER! 

’ Am v
DIGITALMACROIDS U ' 
IT OUR F1CTDRY IN 
rara KU www.mackie.com • 800/258-6883 

DRAWMER 

CIRCLE 33 ON FREE INFO CARD 



GUESTROOM WARRIOR 
JIM@GRAVITYMUSIC.COM 

Getting better tech 
support is largely up to you 

Good Help Is Hard To Find 
In another life, I was an alchemist. Some greedy 
king paid me to sit in a darkened room, surrounded 
by a semi-circle of arcane equipment, banging 
away at the impossible task of transmuting base 
metals into gold. As a little kid, I wanted to work in 
Tom Swift's Electrical Lab, or sit attentively at the 
horseshoe-shaped controls of a starship comm sta¬ 
tion. Who knew that audio production would let me 
live out my daydreams? 

That’s why I love the modern project studio. 
Digital nonlinear recording, sample CDs, MIDI, 
the hum, and the blinking lights, I just love it all. 
I can be playing a Rhodes piano part, decide 
that I want to experiment with rhythm guitar 
tracks to go with the piano, and be recording 
rough guitar tracks in seconds: just push four 
buttons and plug in my Strat. It's still amazing 
to me, a gas, a miracle so slick that the tech¬ 
nology seems transparent. I almost forget that 
I’m using electronic devices. 

Until, of course, that hideous moment when 
one of the devices goes south. A sequencer 
crashes, a direct box starts producing gnash¬ 
ing distortion instead of bass, a synth goes hay¬ 
wire. Time to call in the maintenance engineer. 
Oh, wait...I think that's me. 

Now what? For many of us working alone, 
there's only one solution: the tech support call. 
My own experience with telephone tech support 
has been largely positive, but when I talk with oth¬ 
er Warriors, I hear too many angry stories. Users 
get so frustrated with technical support, I’ve heard 
people accuse the manufacturers of simply not 
caring about customers, of releasing products 
they know don’t work, and of stonewalling users 
who try to get their problems fixed. 

I'd like to put this myth to rest, because noth¬ 
ing is further from the truth. Think about it for 
a minute: There’s no future in releasing dud 
products and then lying to your customers 
about their efficacy. The project studio market 
is so competitive, a company that did that 
wouldn't last a year. The obvious truth is that 
the manufacturers want you to be happy with 
your stuff. They have a vested interest in your 
delight. And they hire guys to do nothing but 
take your phone calls all day in their best at¬ 
tempt to make it so. 

I have a couple of friends who work tech sup¬ 
port for a couple of well-known companies, and 
I’ve heard their side of the equation, too. They’d 
like nothing better than to fix your problem quick¬ 
ly and to your complete satisfaction, because 
that’s their job and it makes them feel good to 
do their job well. They get just as frustrated with 
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the process as you do. So while I was writing 
this, I called my friends and talked with them 
about the problems we all experience, and got 
a good sense of what it takes to get fast, fast re¬ 
lief from studio headaches. 

Put on your professional hat. My friends 
tell me that one of the keys to getting good sup¬ 
port is acting like a pro on the phone. Don’t 
jump out of your corner swinging. Remember 
that the guy on the other end listens to problems 
all day, every day. He wants to help, but nobody 
likes to deal with someone who’s angry. Treat 
him like a friend and a professional, and you’ll 
get the same treatment in return. 

Do your homework before you call. This 
is the biggest mistake we all make. The stuff 
stops working, and we reach for the phone im¬ 
mediately, without taking the time to narrow the 
problem down. Now both parties get to enjoy the 
fun of debugging a system, starting at Every 
Good Boy Does Fine. “Did you try a different ca¬ 
ble?” “Uh, no, let me try that...it didn't work." 
“Okay, did you trash the prefs file?" “Uh, no, 
hang on....” Fifteen minutes later, both you and 
the tech are getting sick of the whole thing. 
Worse, maybe it takes 15 minutes to find out that 
the problem isn’t even where you thought it was. 

You can avoid this tragedy by simply taking 
the time to troubleshoot before you call tech 
support. Swap cables, change mixer channels, 
power everything down for 10 minutes and go 
have a nice cuppa chai. Try everything you can 
think of to isolate the problem. (I know it takes 
time to do this, but you’re going to end up do¬ 
ing it anyway.) Then, when you call the tech, 
you'll be able to say, “The problem is here, be¬ 
cause we already tried all this other stuff." You 
immediately earn the tech’s respect by being 
prepared, and get yourself a lot closer to solv¬ 
ing the problem. 

Read the manual. You know what RTFM 
means, right? If you’re dealing with software or 
a SMPTE sync chain or some other complicat¬ 
ed system, you might (read: probably) just have 
it set up wrong. Make sure you actually under¬ 
stand how the unit or program you're dealing with 
works before trying to communicate with the tech. 

The best time to read the manual is before 
you start using the unit, but I know you 
guys.. .throw the wrapper away, get right to the 
candy. If you haven't already been through the 
docs, make it part of your pre-call checklist to 



read the sections of the manual that pertain 
to the current problem. Half the time you'll 
save yourself a call. 

Take notes. You don’t want to call back 
again and sit on hold for another 10 minutes 
just to ask whether it was the green wire or 
the red one, do you? Have paper and pen¬ 
cil at the ready, and write down everything: 
the tech's name, what time you called, and 
everything he says. The troubleshooting ad¬ 
vice could get complicated, and the palest 
ink is better than the best memory (to quote 
my old guitar teacher Lao Tzu). 

And that's how you get better tech support. 
While I was researching this column, my 
friend Gary (one of the support technicians 
I mentioned) said something interesting. 
He spends part of his call time bolstering 
the caller's confidence in their ability to fix 
the problem. “I’m not physically there 
where the problem is.. .so I’m going to help 

WEBLINK 
Have a question or comment for 
Jim Bordnerr' You can reach him at 
jim@gravitymusic.com. 

them do the detective work,” he said, “but 
they're actually going to fix it.” Makes 
sense...when you tackle a tech problem 
confident that you and your Friend On The 
Phone will get it solved, you always seem 

to get a better result. Enjoy the holidays 
and remember: The enlightened Warrior 
knows the studio as a work in progress, 
and each technical mystery solved brings 
us all one step closer to audio satori. ■ 

WHY DO THEY CALL IT SOFTWARE 
WHEN IT’S SO DAMN HARD? 
Troubleshooting software can oe tougher than hardware. In addition to the 
steps mentioned in the column, Les Quindipan, tech support manager for 
Mark Of The Unicorn, suggests the following. 

BEFORE YOU CALL: 
• Write down the exact error messages you’re getting. 
• Find your registration info, including serial numbers and version numbers. 
• Take a minute to jot down a few notes so you don’t forget to ask a critical 
question. 

DURING THE CALL: 
• Be in front of your system, with the software running (if it will run, that is). 
Sound obvious? You’d be amazed. 
• Describe the problem as clearly as possible. Paint the tech a precise visual 
picture of what’s happening onscreen. 
• Be patient; follow the tech and answer their questions — try not to get ahead. 
• Don’t get mad. I know the clock is ticking, but focus on the technical issue 
and let the tech do their job. You can't work when someone’s yelling at you. 

ARDS 

Getting the Course in CD Technology’ 

Headquarters: 800 646-8881 • Fax: 612 556-1620 

East Coast: 888 215-3966 • Fax: 610 495-5437 

SratWCioo 

While You Perform, 
Sc Do We! 

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

CD-R Editor/Duplicator 
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STUDIO T€CH 
DFMUSICPLAYER@AOL.COM 

The all-in-one digital studio 
arrives on our desktops 

Coming of Age 
Recently, I posted a question to my Web forum 
(www.eqmag.com) asking, in part, "How many 
of you are using Pro Tools or another DAW to mix 
your projects and/or as a complete studio solu¬ 
tion?" Answers poured in from all over the world. 
Some Forum members swore by using a DAW as 
the foundation for their entire studio: recording, 
overdubbing, editing, mixing, and even master¬ 
ing. Some users felt that a DAW was best suited 
for offline editing and recording, but for mixing they 
preferred a large format console (SSL and Neve 
were the preferred choices — no surprise 
there). Other users preferred to use a DAW as a 
tape machine only — leaving all mixing and ef¬ 
fects processing to "outboard" equipment. “Kris” 
stated, “I'm doing it, not really as a preference 
though.. .after [I earned] a computer science de¬ 
gree, it was just the direction I was heading in. I’d 
prefer that my band record to some sweet tape 
through a classic Neve console." 

“Oli P” commented, “I mix a lot in Pro Tools, and 
I’m starting to love it.. .mostly because of the con¬ 
venience and control it gives me. Sound-wise, I’d 
still prefer an SSL, but the results I get in Pro Tools 
seem to match up nicely to SSL mixes (my mas¬ 
tering engineer thinks they’re even better). 

“Pro Tool’s ability to manipulate timing and 
pitch, plus all the creative freedom with all the 
cool plug-ins makes it a winner. I also love that 
I can just save my mix when I need to, and pick 
up from where I left the next time." At the time of 
this writing, over 40 responses had been post¬ 
ed expressing some opinion on this topic. The 
one common denominator was that DAWs are 
not only here to stay, but that they are clearly the 
wave of the future as complete solutions. 

Now, more than ever, I’m designing studios that 
have tape-based machines as the optional format! 
Just three years ago, nine out of ten studios that 
I installed had tape machines and a console as 
the foundation of the studio. Oftentimes, there was 
a DAW off to the side, used to “fly" parts around, 
comp vocals, and edit drum parts. As soon as the 
editing was done, the audio would get transferred 
back to the tape machine. Of course, nowadays 
we still need tape machines for a variety of rea¬ 
sons (sound and compatibility, to mention two). 
And, in a lot of situations, it’s still necessary to in¬ 
stall a console to submix lots of keyboards or for 
monitoring during tracking sessions. Lately, the 
Sony DMX-R100 board has been the flavor of 
choice among my clients, although, the Mackie 
D8B, Yamaha 02R, and Panasonic DA7 have all 
been viable solutions depending on budget and 
needs. TASCAM has a really cool digital mixer 
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coming out next year for under $3,000 that looks 
great (see the First Look on page 26). 

So what’s the point, you might ask? The point 
is that although one size doesn't fit all, it seems as 
though we are in the midst of a major transformation 
in the way that music is recorded and mixed by 
professionals. Tommy Shaw (from Styx and Damn 
Yankees) tells me all the time how incredible it is 
for him to go into his garage (where we built his pro-

NOW, MORE 
THAN EVER, I’M 

DESIGNING STUDIOS 
THAT HAVE TAPE¬ 
BASED MACHINES 
A5 THE OPTIONAL 

FORMAT! 
ject studio) and just play. If he likes something, he 
hits record on his DAT machine and he’s got it 
“stored.” He leaves his 02R powered on at all times. 
It takes him literally three minutes to begin record¬ 
ing ideas. Olivia Newton-John — same thing. Less 
than two minutes, and she’s recording ideas at 
home on an 03D, DAT machine, and some ADATs. 

I see the emergence of DAW-based studios 
more as a meeting of technologies than a hos¬ 
tile takeover where one format becomes the stan¬ 
dard. In the early '90s, ADAT was thought to be 
the next format, replacing multitrack analog and 
digital open-reel machines and taking over stu¬ 
dios worldwide. Then TASCAM came out with the 
DA-series that offered a different sound and suite 
of options. Using these new formats, musicians 
could suddenly do their recording at home. In a 
very short time, prices and features went in op¬ 
posing directions, adding more value and fire¬ 
power than ever thought possible. Producers 
could work on arrangements, cut lead vocals, 
and do overdubs without an expensive, tradi¬ 
tional “big" studio. If the parts sounded good, 
then they didn’t have to be re-cut due to inferi¬ 
or sonic quality. More creative freedom. Less 
money spent. And better results. The '90s 
spawned a music technology revolution as we 
experienced the true birth of not only the home 
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SurCode-encoded discs on my comput¬ 
er-based burner as well as on a Medi-
aForm CD-3701 (reviewed October, '00). 

For more information on the DT5 
surround sound format, visit their 
Web site at uiwuJ.dtsonline.com . 

UBE 
Sound Inc. 

— but it would come in handy in certain 
situations. 

On a side note, I would like to thank all 
of the participants on my Web Forum for 
helping to make it such a great success. 
The number of knowledgeable, informed 
studio “techies” contributing to the forum 
is astounding. It’s a great honor to serve 
as moderator and to actively participate in 
the daily pursuit of technical solutions on 
the Web. ■ 

Have a question or comment for David 
Frangioni? Visit him online at the EQ 
Boards, www,eqmaq.com. 

Surrounded 
DTS-encoding is definitely a niche appli¬ 
cation. If you need it, you’ll know it. And 
if you do need it, SurCode is the least ex¬ 
pensive and easiest way I’m aware of to 
get it — assuming you have access to a 
PC and can get your six-channel mixes 
recorded into WAV or AIF format files. 

As project studios cast an uncertain 
eye toward surround sound, fast, easy, 
and, above all, affordable solutions are 
going to be required for mixdown, editing, 
mastering, and end-product delivery. 
Minnetonka Audio Software’s SurCode CD 
Professional provides one such solution. 
If your studio is making the leap to 5.1 sur¬ 
round, SurCode could be a vital tool for 
creating reference discs and delivering 
your productions. ■ 

studio, but, more important, the project (em¬ 
phasis on “pro”) studio in the home. 

Today, we're seeing the continuing impact 
of technology. There’s still no “one and only for¬ 
mat.” However, the most popular formats com¬ 
municate with one another or can be translated, 
DAW file types are becoming unified (for in¬ 
stance, Pro Tools 5.1 will allow the use of WAV 
files), and most manufacturers are trying to 
work together rather than apart. We’re wit¬ 
nessing a groundbreaking moment in the world 
of project studios in the home. Keep your eyes 
and ears open as it's only going to get more 
exciting and interesting as the days pass.... 

In Use 
I used SurCode to encode a variety of 16-
and 24-bit WAV-format 5.1 mixes creat¬ 
ed in Steinberg Nuendo running on the 
PC, as well as several 16- and 24-bit AIF-
format 5.1 mixes created in Pro Tools on 
a Mac. SurCode worked well in each 
case. The DTS encoding process is large¬ 
ly sonically transparent, but I did notice 
some change in the EQ of my mix; pri¬ 
marily a slight drop in the upper bass and 
lower midrange. Whether this results from 
how the LFE (subwoofer) channel is han¬ 
dled or something else, I can’t say. Re¬ 
gardless, once you’re aware of it, you can 
easily correct for this by pre-EQing your 
mix with the effects of the encode 
process in mind. 

By the way, if you need to create short 
runs of your DTS-encoded discs, they can 
be duplicated just like any other audio 
CDs. I successfully made copies of 

eT 

Tel: 714. 897. 6766 Fax: 714. 896. 0736 Web: www.bbesound.com 
In Canada Please Contact Sounds Distribution Tel: 416. 299. 0665 

UBE 
Sound Inc 

The BBE can be a real life saveT^hen dealing with poor 
quality soprce 'material, whether it be in film/video or broadcast 

production, mastering or tape duplication chains. " George Petersen r- r- MIX MACAZINE
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THE FEZ 
JON@FEZGUYS.COM 
ALLEN@FEZGUYS.COM 

Updates on the current state 
of online music 

Too Much of Everything 
How big an issue is peer-to-peer file sharing? The 
two most popular presidential candidates have 
seen fit to address the issue. Says Vice President 
Al Gore (www.alqore2000.com): "I think Nap¬ 
ster (www.napster.com) is a terrific innova¬ 
tion. . .but we’ve got to find a way to reconcile this 
technology with artists' rights.” Says Governor 
George W. Bush (www.qeorqewbush.com): 
. .the Napster case typifies some of the thorny 

questions we'll face." By the time you read this, 
one will have been elected President of the Unit¬ 
ed States (www.fedworld.gov). 

Following up on last month's overview on how 
to mold your music into a subscription service 
model, we now take a look at how some of the 
larger music business institutions are attempting 
to fold file-sharing apps into a subscription future. 
“If you can’t beat ’em, join ’em.” The motto, 
never truer then now, clearly shows that decision¬ 
makers for large music companies know that lit¬ 
igation cannot make file-sharing go away. 

Subscribe! 
The first old school wax warrior to defect is giant 
Bertelsmann Music Group (BMG, www. 
bertelsmann.com). They've struck a “strate¬ 
gic alliance” with Napster that will replace the 
chaotic, anarchic network of freely traded MP3-
encoded music with a pay-to-play subscription 
service. Marc Geiger, CEO of ArtistDirect (www, 
artistdirect.com . a company invested in by all 
five of the major labels) has this comment on the 
proposed arrangement between Napster and 
BMG: "It doesn’t make sense for the consumer,” 
he says, “It tethers songs to the PC, and you can’t 
take them off. It’s in a secure format, and payment 
from the consumer ultimately requires that you get 
40 songs for a flat rate, and then it goes to charg¬ 
ing on a per-song basis.” While the other large mu¬ 
sic labels haven’t signed on (there’s nothing to sign 
on to as the new service hasn't been launched 
yet), they've all issued cautiously optimistic state¬ 
ments and, of course, are excited about more li¬ 
censing revenue. But if Napster turns itself into a 
subscription service that’s too constricting to con¬ 
sumers, they risk the majority of their 38 million 
users jumping ship to other emerging alternatives. 

Bankrupt Scour’s (www.scour.net) assets 
are in the process of being picked up by Listen 
(www.listen.com) for $5.5 million and stock. Ar¬ 
guably the second most popular file-sharing app 
(after Napster), Scour is also headed toward a sub¬ 
scription system. Listen’s big investments from tra¬ 
ditional labels ensure they won’t be rocking any 
boats. With a valuable tool to recraft and relaunch, 

Listen may justify your FezGuys's high hopes 
based on a history of non-partisan behavior and 
focus on useful tools. 

Download! 
And with most of the hurdles out of the way, Time-
Warner (www.timewarner.com) will be ac¬ 
quired by AOL (www.aol.com) who, in turn, is 
contemplating how to morph their Instant Mes¬ 
senger tool into a subscription music service. Of 
course, all of the majors are currently pushing out 
digital download services from their own Web 
sites. Warner launched a secure download ser¬ 
vice November 2, and has added Microsoft’s 
(www.microsoft.com) WindowsMedia to 
their existing relationships with RealNetworks 
(www.realnetworks.com) and LiquidAudio 
(www.liquidaudio.com). New secure Win¬ 
dowsMedia tracks are priced at $1.25 to $2.75 
per track. BMG’s downloadable music service of¬ 
fers tracks at prices ranging from $2 to $3.50 per 
single, $10 to $15 per album, and $21 for dou¬ 
ble albums. Sure is nice to see the big labels ac¬ 
knowledge digital distribution being so much 
more efficient and cheap and have dropped 
prices accordingly. Not! 

Although we're glad to see the big boys final¬ 
ly supporting digital distribution models, we hope 
music fans aren't duped into thinking this sort of 
per-track price gouging is necessary. Happily, 
there are many sites, large and small, offering more 
affordable pricing ($.99/song). 

Drive Dangerously! 
Even the telecom companies are getting involved. 
Sprint (www.sprint.com) has entered the on¬ 
line music world, launching a service for their new 
PCS phone, the Samsung (www.samsunq. 
com) Uproar, which holds up to 64 MB of MP3 
music. The lengthy press release details all the 
Web-centric services for ripping and uploading 
your favorite music to www.sprintpcs.com/ 
mymusic (using RealNetworks' RealJukebox 
product to encode), managing your playlists on¬ 
line in your personal 2 GB “locker” (sounds like my-
play.com), and streaming it from the Web site or 
directly from your hard disk. Tellingly, very little of 
the release talks about how the wireless aspect of 
this package is used and gives virtually no detail 
on how easy it will be, how long it will take, or how 
much it will cost to download a song from your lock¬ 
er to your phone. The FezGuys wonder how many 
hapless pedestrians will have to be crushed un¬ 
der the wheel of a clueless driver who, after f inal¬ 
ly upgrading their phone to hands-free use, now 

EQ I DECEMBERSOOO I 124 



careen along at 70 mph trying to select an 
MP3 tune from a two-inch liquid crystal display. 
Also not stated directly (but we certainly hope) 
is the ability to hook the phone directly to your 
computer for music file transfers similar to the 
current crop of portable digital music players. 

Bad Laut! 
The truly usurious “Work For Hire” amend¬ 
ment as been repealed by President Clinton 
(www.whitehouse.gov). Passed one 
year ago, the simple and ugly law allowed 
record companies to view music recordings 
like any physical object, bought once, paid 
for, and, in this case, unavailable to be re¬ 
covered by the songwriter for 99 years or, in 
some cases, forever. Even with the repeal, 
song recordings are currently not recoverable 
by the songwriter for 35 years. Ever-unwilling 
to accept defeat, RIAA (www.riaa.com) 
lobbyists can be counted on to vigorously 
massage lawmakers during the next Con¬ 
gressional session. If you’re a musician and 
you find yourself in the position of contract¬ 
ing with a “major label,” you most likely will see 
some form of this “Work For Hire” arrange¬ 
ment included on your contract. Read the 
document closely. Find legal counsel. The 
“Work For Hire” clause is evil. Cross it out. 

Meanwhile 
Meanwhile, the industry-wide effort to set 
digital distribution standards (the Secure 
Digital Music Initiative or SDMI, www. 
sdmi.org ) called for hackers to try and 
crack any of the four watermarking tools it 
rolled out recently. Although many members 
of the hacker community and the Electron¬ 
ic Frontier Foundation (EFF, www.eff.org ) 
called for a boycott of the challenge, citing 
SDMI's benefit from getting free help for the 
development of a potentially restrictive ser¬ 
vice, enough hackers were interested (or 
maybe an especially industrious loner) to 
take the challenge. All four SDMI tools were 
well hacked within days. But, hey, that’s 
what hackers do! What we haven't heard 
about is whether the SDMI president's cred¬ 
it cards got canceled. 

New Life For Old Music! 
The surviving members of The Doors have 
formed a new label, Bright Midnight Records, 
to release archival Doors material (www. 
thedoors.com/gamma/bmr/main.htm) 
While they're selling real CDs and not pro¬ 
viding full-length MP3s for download, it’s an 
interesting idea because it bypasses the 
mainstream music distribution system en¬ 
tirely. The CDs will not be sold in stores at all 

► WEBLIMK 

WE GOT YER SOFTWARE! 

(other than smart record shop owners buy¬ 
ing copies themselves and reselling 
them) — they're only available from the 
Web site. This is a perfect example of what 

Napster acquired Maester earlier this year and now that team has finally re¬ 
leased a formal Mac version of the giant-killer. Maester users can even get 
“Napster for the Mac" by using an existing Maester user name and password. 

RealNetworks has released the new audio portion of Real8 with their licens¬ 
ing of Sony’s ATRAC3 codec. Claiming to now provide CD-quality at 64 kbps, 
they also have extended the available audio bitrates from the pievious limit of 
96k to 352k. The improved quality is definitely noticeable compared to Real’s 
G2 Audio, though is not CD quality at 64 kbps to our ears. 

can be done using current technologies 
to get back-catalogs off of dusty old 
shelves and out to a ready and willing-to-
pay niche audience. ■ 

Youll find endless features and more than 
forty cool effects in every box of Cool Edit Pro! 
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BONZAI 
► continued from page 42 

“Dreamweaver." And it’s got a great riff. 
Originally we were thinking of a more ob¬ 
scure song, but just before we started to 
record, they were playing this one and Joan 
really liked it. And she sounded so great — 
so we tried it out. 

First we recorded it in a fairly conven¬ 
tional way and it sounded terrible, very bor¬ 
ing, and I thought, “Why are you doing 
this?" She was singing it well, but it became 
clear that the record had to be much more 
extreme. 

First we felt that the drums had to sound 

completely different. John Paterno started 
messing around with a Moog pedal, I think 
it’s called a “MoogerFooger" — the phas¬ 
er. We put that on the drums, and we gat¬ 
ed ’em, and did just about anything to make 
a tripped-out sound. 

Then we decided to make the guitar as 
aggressive as possible, so we went direct 
and used a fuzz tone on it, so it was very 
much in your face. For me, the concept be¬ 
came a cross between The Beastie Boys 
and early Tina Turner. That's where it want¬ 
ed to live. The rawness of the way the 
Beastie Boys tend to do stuff, where it’s just 
that dead simple, with almost nothing ever 
happening. But it’s very aggressive. After 

field-expandable as more channels are desired. 9 dB 44-96 M Series Modules include: ♦ NEW! WAD824 A to D, featuring -
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nel A-D system, or a combination of both. 

Increasing the quality of all digital record¬ 
ings, the 24-bit 44-96 system is especially suit¬ 
ed for basic 2-channel mastering, multitrack 
workstations, and surround sound applica¬ 
tions. Versatile and flexible, the dB 44-96 is 

The dB Technologies® 44-96 
Conversion System — gives you 44.1, 
48,88.2 or 96kHz sampling frequencies, 
wide vari-speed operation, and can be con¬ 

figured as a 2 to 8 channel D-A, 2 to 8 chan-

11 2dB dynamic range. 
♦ NEW! M«SYNC-1 provides multiple 

clocking options. 

♦ M»DA824 D to A, featuring the exclusive 
Crystal Lock " feature which totally 
eliminates transmission jitter. 

♦ M»DDl-2 and M*DD2-1 AES single/dual 
speed translators 

♦ NEW! M«BY2 Synchronous 
Up Sample/Down Sample Converter 

Better 
Start With 
The Best 

Distributed by Audio Intervisual Design 
323 845-1155 • FAX: 323 845-1170 • www.aidinc.com 

that, the song came along very quickly. 
After taking a long time getting the 

sound just right, we just ended up cutting 
the track on the spot. That vocal is a one 
take vocal — everything. She did the har¬ 
monies in two passes, and then a few over¬ 
dubs. We were done. 

What’s the story with the laugh 
at the beginning? 

That’s what happened. The whole thing 
was just in the moment. 

And then there’s that descending 
glissando in the middle, as if she’s 
fainting from too much love. 

The Minimoog part, yeah. It was some¬ 
thing we wanted to do that was truly stupid, 
and that was about as stupid as possible. 
It reminded me of an early disco song. It 
was real fun to do. And I hope that we suc¬ 
cessfully reinvented a record that was very 
good to begin with. When it was decided 
to make it a single, we added a few things 
to make it even more of a party record. 

Closing thoughts on Ms. Os¬ 
borne? 

When Joan hits it, it’s a great thing to see 
in the studio — she has a way of project¬ 
ing her voice in a very charismatic way. It’s 
coming from such a deep place; it’s all in 
her placement of notes and where she 
lives. The way she describes it is that when 
everything is going right, it’s almost like a 
way of breathing for her and she feels it all 
over. It’s almost a transcendental experi¬ 
ence, and you can tell when it happens. 

I’ve seen her when she is absolutely elec¬ 
trifying. At those shows at The Mint, where 
she stepped on stage and sang with Jack 
Sh*t — there were no announcements, but 
the second she started singing, everyone 
would just turn and look. And listen. ■ 

ROOM WITH A 
► continued from page 33 

studio: “After I laid out the functionality as¬ 
pect of the studio, I brought in an interior 
designer who had worked on nightclubs 
to create a space that looked cool. I want¬ 
ed the room to make a statement before 
I played the first note. That sets things up 
so that when I hit someone with the sound, 
they’re just blown away. The beautiful part 
of this is that we are completely sur¬ 
rounded by music and musicians. People 
come onto the grounds and know they’re 
in the music business. Plus we can play as 
loud as we want, 24 hours a day, without 
anyone complaining. In addition, we have 
assembled a team of engineers and pro¬ 
ducers to complement our equipment se¬ 
lection — resulting in a powerhouse pro-
duction/remix company that delivers 
creative products in ways that are truly ef¬ 
ficient." ■ 
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never could have imagined. From Deep Phase 
Nine, a syncable 24-notch true phaser, to RiverRun, 
the wo’Id's first real-time granular synthesis plug¬ 
in, to PeriScope, an AltiVec-turbocharged 32-band 
phase coherent equalizer, Nautilus launches your 
creativity anew. Mitch Gallagher, Editor of EQ 
magazine, says: "Nautilus is anything but another 
set of me-too plug-ins. Recommended for those 
looking for inspiring, unique audio processors." 

Neutilis is the latest ground-breaking audio effects 
processing technology from Netherlands-based 

Audio Ease, the leader in olug-ins designed 
exclusively forthe MOTU platform. 

Like its namesake from the 

timeless Jules Verne novel, 
Nautilus takes your audio 

below the surface, into 
exotic sonic seascapes you 
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Gold Native™ 

New processors, new features, new interfaces, 
higher resolution. More capabilities in every box, 
such as 88/96kHz support for many native 

processors. And no more dongle. It's all new, from 
the Gold to the Renaissance Collection, featuring 

our brand new 

Renaissance 
Reverberator, 

including the Renaissance EQ and Compressor. 
And the Native Gold Bundle contains everything, 

including the award-winning C4 Multiband 

Parametric Processor. 

Waves pushes the edge, again, so you can sound 

your best. Call sweetwater today and find out why 
so many have said you simply gotta' get Waves. 

AFFORDABLE HANDS-OIV AUTOMATED MIXING 

DigiMax 

with control banks. You'll never even think 
about mixing with a mouse again. Imagine 
having tactile control over most of Digital 

Performer's features with MotorMix's 
intuitive layout and easy operation. 

MotorMix gives you all the advantages of a 
professional mixing board, at an incredibly 
affordable price. Bring motorized mixing to your 

MOTU desktop today. For more info: cmlabs.net. 

With its new, custom software written specially 
for Digital Performer, MotorMix becomes a 
seamless, tactile extension of your MOTU software 

recording environment. Put your hands on eight 
100mm motorized faders and rotary encoders to 

* tweak your mixes in record 
f  time. Gain instant 

easY access to all 

Why is the PreSonus DigiMax perfect for your award winning 24-bit mic pre-amplification with transparency of a compressor. The result? Fast 
MOTU rigi? Because it’s the purest path to digital. 
M  . . . DigiMax combines 
Pr^OrHßJV^ 8 channels of 
[audio electronic«) YVl 

our unique simultaneous RMS/peak detection 
limiting and EQ enhancement giving you maximum 
gain before clipping while maintaining the musical 

natural and versatile limiting on every channel. 
And DigiMax connects all 8 channels directly to 
your MOTU system in pristine, 24-bit digital glory. 
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► continued from page 98 

you learn the commands you’ve specified. 
But the killer feature is that you can also tie 
these in to MIDI for remote control. 

One problem with the interface for pre¬ 
vious Cubase versions was a lack of uni¬ 
ty among all the elements. The Arrange 
page looked like something left over from 
the Atari, the VST mixer resembled a 
hard-disk recording program, and the 
VST effects — with their limited interfaces 
and baroque rackmount look — in¬ 
spired a “what were they thinking?" type 
of response. The new interface hasn’t 
quite brought all these elements into 
complete stylistic harmony, but it is vast¬ 
ly better. The uniform look — gray with 
white lettering, and occasional colored 
accents — is very readable, and graph¬ 
ically ties the windows together. 

Rocket Power 
The Rocket Network enables collabora¬ 
tion over the 'Net, and Cubase now in¬ 
cludes the software (originally a stand¬ 
alone application) required to access and 
use the system. Toward this end, in¬ 
cluding several virtual synths is a good 
idea as you can fly MIDI back and forth 
pretty fast, and if all collaborators use the 
same synths, you know exactly how it’s 
going to sound. The Rocket Network con¬ 
cept is obviously a big deal, and EQ will 
be investigating it in far greater depth in 
a future issue. Suffice it to say that, with 
V5, you’re ready to blast off into the world 
of cyberspace collaboration, if you’re so 
inclined. 

Is It Worth Upgrading? 
You bet. As I was working with V5, I kept 
running into nice little touches that were so 
logical and fit in so well that I wondered 
whether these features had been in previ¬ 
ous versions, and I had just missed them. 
But no, there really are that many little 
tweaks. 

The irony, of course, is that you have to 
devote a lot of time to mastering these new 
tools so you can save time later. But frankly, 
all sequencers have to be learned; that's 
just part of the deal. 

It’s also worth mentioning how the 
upgrade affects “the Cubase experi¬ 
ence.” Long-time Cubase users will re¬ 
member that it started on the Atari as a 
delightfully straightforward product. As 
the Atari's star waned, it was ported 
over to the Mac, where it continued to 
advance. When VST was introduced, I 
felt the program started to stumble; the 
audio was tentative, and few computers 
were really up to the demands of the 

program. A Windows port, while suc¬ 
cessful, was less stable than what was 
available on the Mac, and lagged be¬ 
hind in the feature set. During this pe¬ 
riod, although working with Cubase re¬ 
mained straightforward, I had the 
feeling that the program was becoming 
top-heavy, being built on a foundation 
that wasn’t really capable of supporting 
the superstructure. 

Some updates to the Windows version 
improved stability, and Apple helped the 
Mac cause by jettisoning older technol¬ 
ogy and introducing machines that were 
much more capable of running Cubase's 
novel features, such as VST and ReWire. 
Although these additions demanded a lot 
of a computer, they became truly usable 
as the G3-based machines became 
commonplace. 

What strikes me most about V5 is that, 
once more, Cubase has regained that 
solid, effortless feel. No longer is the PC 
version a poor cousin to the Mac version; 
it has stepped into its own. Steinberg did 
their homework before releasing this 
baby: I checked the Web site to see if 
any updates or bug fixes were available, 
but so far that hasn't been deemed nec¬ 
essary. I've been told there are a few 
problems with certain plug-ins, such as 
the Prosoniq Orange Vocoder, but all of 
those I tested worked fine. 

V5 is the version that puts it all to¬ 
gether — audio, VST 2.0, ReWire, 
MIDI, customization, stability, and in¬ 
terface. If you’ve been a Cubase fan, 
you'll be amply rewarded for your loy¬ 
alty. If you're working with another se¬ 
quencer, I’m not sure there's any com¬ 
pelling reason to change, unless you 
demand the ultimate in plug-in perfor¬ 
mance. But that's no real surprise: 
frankly, all sequencers are complex 
enough to qualify as musical instru¬ 
ments in their own right, and it takes 
practice to master them. You’re not go¬ 
ing to throw away years of familiarity to 
gain a few extra features. 

All in all, I must say that working with 
V5 was a joy. Despite greatly increased 
functionality (translation: there’s a lot to 
learn if you want to make full use of this 
puppy), it remains a workmanlike pro¬ 
gram that has reached a level of maturi¬ 
ty commensurate with its years. Steinberg 
has done a great job of making sure their 
existing customer base has no reason to 
look elsewhere. ■ 

I WEBLIMK 
For Cubase updates, news, information, 
discussion forums, articles, downloads 
and more, visit www.cubase.net . 

Al 
► continued from page 118 

license my song for a fee and royalties, then 
they’re contributing to that income. I’m open 
to something like that, plus it’s my decision to 
make. But if some hungover frat guy is down¬ 
loading a song I wrote so he can have the 
proper cool soundtrack to get some nookie 
later that night, my rights are being as violated 
as those of his soon-to-be-arriving date. 

At this juncture in my life, I don’t fill sta¬ 
diums and arenas and sell millions of CDs 
(actually, I never did that!). I just wanna live 
comfortably in my senior years based on the 
lifetime of work I put in up to now. Hell...I 
want my Rock ’n' Roll Un-Social Security! 
And Napster and networks like Napster are 
literally snatching it off my plate in the name 
of “sharing the music.” Whatever happened 
to “sharing the income”? 

Now I don't think for a moment that 
67,000 people are downloading my songs 
for free. But if it’s allowed to happen a few 
times, it will geometrically increase until I 
have a real problem taking care of myself 
in the near future. That’s just not fair. Now 
I’m not looking for pity or singling myself 
out. I’ve spent my life doing what I always 
dreamed of doing and I was damned lucky. 
Many of my friends are in a far worse po¬ 
sition than I am. They live from one royal¬ 
ty check to the next. It’s not pretty and, at 
their age, their choices are few, if any. 
Should people in their position be penalized 
so that other people can have fun on their 
computers? I think not. 

I can't believe that after all these years the 
law doesn’t routinely protect me from some¬ 
thing as blatant as this. Suppose you in¬ 
vented a new kind of hammer. Suppose you 
patented that hammer in order to protect your 
invention. Suppose an Internet company lay 
in wait and hijacked your shipping trucks and 
offered your hammers free to anyone who 
logged on to their site — worse yet, in order 
to offer your hammer for free, they cut its qual¬ 
ity by ten-fold. How long do you think the law 
would allow that to continue? Well, it’s the 
same with Napster except that, today, 
music is easier to hijack than hammers. 

Once again, I can see the value in this 
revolution for younger, on-the-make bands. 
But have I created and played for 43 years 
to have my income cut off on a cyber¬ 
whim? Will my “children” be prevented by 
kid-napsters from helping me in my old 
age? I shudder to think. 

[Editor's Note: As we went to press, an 
announcement was made regarding an 
agreement between Napster and BMG. 
When asked his opinion of this an¬ 
nouncement, AI Kooper replied, “The 
BMG involvement is like sticking a tampon 
in a flooded Holland Tunnel. ”] ■ 
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conversion boti» in and out • Compatible with existing 
PCI-324 cards : requires new PCI-324 driver)* Connect up 
to 3 1296 interlaces to one PCI-324 card for a total of 36 
inputs and outputs or mix and match the 1296 interface 
with up to three of the other MOTU audio interfaces 

Digital Inputs and Outputs 
• AES/EBU balanced XlR inputs and 
outputs 

• S/PDIF unbalanced phono (RCA) 
inputs and outputs 

1296 24-tot/96kHz Interface Feaiures-
• 24-bit. enhanced mult'-bit 128x oversampling 96kHz 
converters • A-weigbted ageal-to-noise ratio of 117 dB 
• 12 Balanced XLR inputs »ml outputs can support two 
simultaneous 5.1 mixes • AES/EBU I/O with sample rate 

• AudioDesk Audio Workstation Software for Mac OS 
features 24-bit recording, multi-channel waveform siilsg. 
automated virtaal mixing, graphic editing of ramp 
automation, real-time effects plug-ins with 32-bit flaatñg 
point processing, crossfades, support for third-party audio 
plug-ins (in the MOTU Audio System and Adobe Premære 
formats), background processing of file-based operations, 
sample-accurate editing and placement of audio, and mure 

main outputs • Stereo AES/EBU digital I/O • Word clbck 
in/out • Dynamic range of 116 dB (A-weighted) • Front 
panel displays s;x-segment metering for all inputs anl 
outputs • Headphone jack with volume knob 

Digital and analog record level and balance control 
XLR-Balanced and RCA unbalanced analog inputs 
AES/EBU (XLR), Coaxial, and Optical digital inputs 
Unbalanced (RCA) analog and Coaxial digital 
outputs including Coaxial loop-out for unprocessed 
connection to other digital equipment 
IR remote control included 

Analog Inputs and Outputs 
• Balanced XLR connectors (+4dBu 
input and +19dBu max. output) 

• Unbalanced phono (RCA) 
connectors (-10dBV input and 
+5dBV max. output) 

• 1/4-inch TRS headpnone output 
with level control 

resolution mastering format that 
reads/writes files up to 24-bit 
96kHz in the ISO 9660 disc format. 
AIFF caompatible file format that 
can be read by MacOS. Windows 
and Unix computer platforms. 
Built-in 3.2GB IDE hard drive 
Hard disk max recording times 
95 min. @ 24-bit/96kHz 
310min.@16-biV44.1kHz 
Create and store up to 16 playlists 
containing as many as 99 tracks 

Editing 
• Gain control 
• Cropping allows adjusting start 
and end points. 

• Join and Split features allow 
combining and separating song 
sections. 

Includes 
• Infra red remote control and 
rackmount brackets 

Automatic sample rate conversion from 32 and 48kH; 
Automatic CD Format Detection feature and user 
friendly interface provide one touch button operation 
Front panel trim pot and LCD display provide accurat» 
input signal and time lapse metering 
SCMS (Serial Copy Management System) is supported 
regardless of the source disc copy protection status 
StartREC Models Include: ST2000 (2) 8x writers. 
ST3000 (3) 8x writers and ST4000 (4) 8x writers 

DSP Finishing Tools 
• Equalization. Compression. 
Normalizing and Peak Limiting 

THEY ALL FEATURE-
• Mac OS and Windows compatible • Inc udes software 
drivers for compatibility wilt all of today's popular audio 
software plu ; AudioDesk. MOTU 's sample-accurate audio 
workstarion software for Mac OS • Hos: computer 
determines tne number of tracks that the so^ware can 
record and play simultaneously. as we I as the amount of 
real-time effects processing t can suppton • Front panels 
display metering for all inputs and output:. 

8x 24-bit 1/4"balanced analog I/Os • 24-bit internal data 
bus for full 24-bit recording via digital inputs • Standard 
S/PDIF I/O for digital plus an additional S/PDIF I/O tor the 
main mix • Sample-accurate synchronization with ACATs 
and DA88S via ai ADAT SYNC IN and RS422 

FEATURES-
• 24-bit 128x oversampling analog 
to digital and digital to analog 
converters 

•Supports 44 1,48, 88 2. 96 kHz 
sample rates and word lengths of 
16-. 20- and 24-bit 

• 20Hz-20kHz frequency response at 
44.1/48 kHz sample rates 

• 20Hz-40kHz. frequency response 
. t 88 2/96 kHz sample rates 

• 113dB signal-to-roise ratio (A-
weighted) 

• Matsushita ATAPI CD-ROM drive 
¿'Hows up to 4x CD burning using 
standard CD-R discs. 

• Built-in sample rate conversion & 
noise shaping to change sample 
etes & bit resolution as needed 

• Beads and Writes 16-bit 44 1 kHz 
Red Book Audio CDs 

• Alesis' exclusive CD24 is a high-

Features-
• 2X. 4X. or 8X recording speeds 
• 6.2GB IK hard drive 
• Edi:ing functions include incve. divide, combine or 
delete audio fracks, add or drop any index or sub 
index, and cr» ate track fade in or fade ou: 

• Coaxial SP/DIF or AEB/EBUdigital input plus optical 
S/PDIF I/O 

• XLR balanced and RCA Line inputs and outputs 

The CDR631 offer all th* features and ‘unctions of the 
CDR630, its popular predecessor, but adds many 
features ana functions tnat were previously unavailable 
Its full complement of digital and anaJcg connections 
lets you record your own CDs from audit* sources such 
as CDs. LPs cassettes. DAT. or even a computer 

Features-
Pro and coisumer CD-R and CD-RW compatible 
Track Hies can be saved and edited in CD-TEXT 
format that can be read on CD-TEXT compatible CD 
players 
Memory buffer that prevents the beginn.ng of 
tracks from getting cut off 
Menu selectable SCMS copy protection 

1224 FEATURED 
• 24-bit analog audio interfa» * • State-of-the-art 24-bit 
A/D/A • Smultaneojsiy recrt and play ba;:k8 channels of 
balanced (TRS). +4 dB audio • 24-bit batane d +4 XLR 

StartREC Digital Audio Editing/ CD Duplication System 
The Microboatds StartREC is the first digital audio editing 
system combined witf* a muhdrive CD recordable duplication 
system for professionals. Aunio is recorde»: to the internal 
6.2 GB IDE haxl drive using analog or digital inputs. Sample 
rate conversion is automate Tracks can be edited and 
sequenced using the StartREC 's user friendly interface and 
up to 4 CDs can be recorded simultaneously. StartREC is the 
idea' solution for stud;o recording, mastering post 
production or any pro audic environment requiring digital 
audio editing and short run CD-R duplication 

MOST ORDERS SHIPPED 
WITHIN 24 HOURS 

OVERNIGHT SERVICE AVAILABLE 

MOTU AUDIO Hard Disk Recording Systems 
The MOTU Audio Systerr k a PCI based hard recording solution for the Mac and PC platforms. At the 
heart of :he system is the PCI-324 PCI card that can connect up to three audio interfaces and allows up 
to 72 chantéis of simultaneous I/O. Audio interlaces are available with a wide range of I/O 
cor figurations including multiple analog I/O with the latest 24-bit A/D/A converters and/or multi channel 
digital I/O such as ADAT optical and TDIF I/O as well as standard S/PDIF and AES/EBU I/O. Each 
interlace can be purchased separately or with a PCI-324 card allowing you to build a system to suit yuur 
needs. Includes drivers for all of today’s hottest audio software and AudioDesk, multitrack recording 
and editing software for the Mac. 

The Alesis MasterLink ML-9600 is a 

2-track 24-bit recorder that combines 

hard disk recording, CD burning, 

digital signal processing, and 

mastering functions to create 

compact discs in the standard "Red 

Book” 16-bit/44.1 <Hz format, or high 

resolution CDs that utilize Alesis' revolutionary CD24 AIFF-compatible technology. MasterLink is capable of 

recording and playing up to 24-bit/96kHz resolution CDs using the inexpensive, readily available CD-R media. 

The amazing sonic quality, powerful built-in tools and CD24 technology offers a uniquely versatile and affordable 

solution for everyone from large commercial audio facilities to project studios and recording musicians. 

2408 mkll FEATURES-
• 7 banks of 8 channel I/O: 1 tank of anafoq. 3 banks of 
ADAT optical. 3 bank: of Tascarr TDIF. plus stereo S/PDIF. 
• Custom VLSI chip for amazing /O capabilities • • Format 
conversion between ADAT and DA-88 

Masterlink ML-9600 
High-Resolution Master Disk Recorder 

"THE PROFESSIONAL'S SOURCE" 

Two plug-in platforms offer multiple options tor effects 
processing— Real-Time AudioSuit* (RTAS) is a nost-
based architecture that allows an effect to change and 
be dynamically automated in realtime as the audio 
plays back. —AudioSuite is a file-based format, that 
renders a new file with the processed sound. 
Bundled RTAS plug-ins include. 1 and 4-band EQ; 
Dynamics II- compressor, limiter, gate and expander/gate: 
Mod Delay - short, slap, medium, and long delays with 
modulation capabilities for chorus or flange effects and 
dither. AudioSuite plug-ins include Time 
Compression/Expansion. Pitch Shift. Normalize, Reverse. 

MIDI Functions 
MIDI functions include graphic controller editing, piano 
roll display, up to 128 MIDI tracks and editing options 
like quantization, transpose, split notes, change 
velocity and change duration. 
MIDI data can be edited on the fly 

FEATURES-
• 18 simultaneous, 24-bit ins and outs with support for 
44 1 and 48 kHz sample rates 

• 20Hz - 22kHz freq, response ± 0.5 dB 
• 2 channel. XLR mic/1/4' line inputs with -26 dB pad. 
48v phantom power, gain knob, and HP Filter at 60Hz 

• 6 ch. line inouts (1/4’) TRS balanced/ unbalanced w/ 
software controlled gain 

• +4dB balanced 1/4-inch Main outputs 
• Balanced 1/4" monitor outs with front panel gain knob 
• 1/4-inch unbalanced line outputs channels 3-8 
• Headphone output with independent gain control knob 
• 2 channel S/PDIF coaxial digital I/O 
• 8 channel ADAT optical I/O can also be used as 2 
channel optical S/PDIF 

Pro Tools LE 
• Supports 24 tracks of 16 or 24-bit audio and 128 
sequenced MIDI tracks 

* Sample-accurate simultaneous editing of audio & MIDI 
• Real-time digital mixing capabilities include recall of all 
mixing parameters, support for edit and mix groups 
and complete automation of all volume, panning, 
mutes and plug-ins. 

• Route and mix outboard gear in realtime 
• MP3 and RealAudio G2 file support (Mac) 

manant % 
CDR-631 Professional CD Recorder 

DIGI001 Digital Audio Workstation For Mac And PC 
A completely integrated digital recording, mixing and editing 
environment for the Mac and PC. the DIGI-001 offers a 24-bit 
multi I/O breakout interface along with Pro Tools LE 
software— based on Digidesign's world renowned ProTools 
software. The DIGI-001 interface features 18 simultaneous 
I/Os made up of 8 analog inputs and outputs— two of the 
inputs are full featured mic preamps with phantom power, 
and digital I/O including standard S/PDIF as well as an ADAT 
optical interface that can also be used as a S/PDIF I/O. 
ProTools LE supports 24 tracks of 16 or 24-bit audio and 128 
MIDI tracks and also features RealTime AudioSuite (RTAS) 
effects plug-ins. For ease of use. MIDI and audio are editable 
within the same environment and all mixing parameters 
including effects processing can be fully automated. 



THE PROFESSIONAL'S SOURCE FOR PHOTO, 
FOR ORDERS CALL: 

800-947-5518 
212-444-6688 

OR FAX (24 HOURS): 

800-947-9003 
212-444-5001 

MOST ORDERS SHIPPED I 
WITHIN 24 HOURS 

OVERNIGHT SERVICE AVAILABLE ¡ 
On the Web: htts:/,‘www.bhphotovideo.com 

DIGITAL MULTI-TRACK RECORDERS 

TASCAM 
Co-designed by TASCAM and TimeLine Inc., the MX-
2424 is an affordable 24-bit, 24-track hard disk 
reorder that also has the editing power of a digital 
audio workstation. A 9GB internal hard drive comes 
Standard as well as a SCSI Wide port that supports 
external LVD (Low Voltage Drives) hard drives from 
up to 40 feet away. An optional analog and several 
rigital I/O cards are available so the MX-2424 can be 
configured to suit your work environment. SMPTE 
synchronization, Word Clock, MIDI Time Code and 

MX-2424 24-Bit 
24-Track Hard Disk Recorder 

MIDI Machine Control are all built in for seamless integrabon into any studio. 

• Records 24 tracks of 24-bit audio at 44.1 or 48 kHz. ok 
12 tracks at 88.2 or 96 kHz. Up to 24 tracks can be 
recorded simultaneously using any combination of 
digital and analog I/O. 

° Supplied 9GB internal drive allows 45 minutes of audio 
across all 24 tracks 

• Wide SCSI port on the back panel allows you to add 
multiple drives. A front 5-1/2* bay available for 
installing an additional drive, or an approved DVD-RAM 
drive for back-up. 

• ViewNet MX. a Java-based software suite for Mac atd 
PC offers DAW style editing of audio regions, dedicated 
system set-up screens that make set-up quicker and 
easier and track load screens that make virtual track 
management a snap. Connects to a computer via a 
standard Ethernet line. 

• Can record to Mac (SDH) or PC ( WAV) formatted 
drives, allowing later export to the computer. The Open 
TL format allows compatible software to recognize 
virtual tracks without have to load, reposition and tr.m 
each digital file. 

Transport Controls-
• Jog/scrub wheel 
• MIDI In, Out, and Thru ports are built-in for MIDI 
Machine Control. 

Editing-
• Bült-in editing capabilities include cut. copy, paste, 
spit and ripple y overwrite 

• 1 GO levels of undo 
• Supports destructive loop recordi ng and non¬ 
destructive *oop recording which continuously records 
new takes withwat erasing the previous version 

Build-In Synchronization-
• TIUS protocol can sample accurately lock 32 machines 
together for 381 tracks at 96kHz. or 768 tracks at 
48kHz. 

• Can generate 0' chase SMPTE tirrecode or MIDI Time 
Sude 

• Word Clock In. Out, and Thru pons 

I/O Options-
• Optional analog and digital cards all provide 24 
channels of I/O. There is one slot for analog and onefor 
digita' 

• IF-TD24-T/DIF module 
• IF-AD24- ADA" Lightpipe module 
• IF-AE24- AES/EBU module 
• IF- AN24- A-D. t-A I/O mocule with DB-25 connecters 

Software Updates-
• System updates are made available through a front 
panel Smart Card slot or via comouter directly from the 
TASCAM web site. 

DA-78HR Modular Digital Multitrack 
The DA-78HR is the first true 24-bit tape-based 8-tracl; 
modular digital multitrack recorder. Based on the DTRS 
(Digital Tape Recording System) it provides up to 108 
minutes of pristine 24-bit or 16-bit digital audio on a single 
120 Hi-8 video tape. Designed for project and commercial 
recording studios as well as video post and field production, 
the DA-78HR offers a host of standard features inclutfimj 
built-in SMPTE Time Code Reader/Generator, MIDI Time 
Code synchronization and a digital mixer with pan and level controls. A coaxial S/PDIF digitai I/O allows pre-mixec digital 
bouncing within a single unit, or externally to another recorder or even a DAT cr CD recorder. Up to 16 DTRS machines 
can be synchronized together for simultaneous, sample accurate control nt 128 tracks of digital atdio 

Features-
Selectable 16 bit or 24 bit High Resolution audio 
24 bit A/D and D/A converters 
>104dB Dynamic range 
20Hz - 20kHz frequency response ±.5dB 
1 hr. 48 min. recording time on a single 120 tape 
On-Board SMPTE synchronizer - chase or generate timecode 
On-Board support for MIDI Machine Control 

• internal deitai mixer with level and pan for internar 
bouncing or for quick mixes 

• Track slip from -200 to +7200 amples 
• Expanctebie up to 128 tracks (1K machines) 
• Word Sync ln/3ut/Thru 
• Ana'og output on DB25 balanced or RCA unba anced 
• Digital output gtTDIF or 2 channels of S/PDIF 

A TO D CONVERTERS 
APOGEE Rosetta 24-bit A to D Converter 
The high-end quality analog to digital solution 

for the project studio. With support for both 
professional and consumer digital formats you can 
now record your audio at a higher resolution and 
with greater detail than standard converters found 
on MDM's, DAT s and DAW's. Ideal for mastering or tracking. 

FEATURES-
• 24-bit. 44.1-48. 88.2-96 kHz Sample Rate (±10%) 
• 116dB dynamic range (unweighted) 
• Improved UV22HR for 16 and 20-bit A/D convenor 
FRONT PANEL: 
• Power switch • Sample Rate (44.1.48. 88.2. 
96kHZ)selector • 16-bit (UV22), 20-bit (UV22) and 

24-bit resoluton selector • S/PDIF-ADAT optical 
selector • Scft Limit on cr off • 12-segment metering 
w/ over andicator & Meter Clear switch • Level trim 

REAR PANEL: 
• XLR balanced inputs • 2 x AES/EBU for 88 2/96kHz 2 
channel path Coaxial S/PDIF, switchable SPDIF or 
ADAT optical outputs • Wordclock out 

LUCID AD 9624 24-bit A to D Converter 
Transparent analog to digital conversion designed to b-ing 

your music to the next level. XLR balanced inputs feed true 
24-bit converters for revealing all the detail of the analog source. 
16-bit masters can take advantage of the AD9624's noise 
shaping function which enhances clarity of low levvtl sigaals. 

FEATURES-
• 24-bit precision A/D conversion • Support for 32 
44 1.48. 88.2 & 96kHz sample rates • Wordclock 
sync input* Selectable 16-bit noise shaping • 

Simultaneous AES/EBU coaãal and optical S/PDIF 
outputs • 2<)-segment LED rosters w/ peak hold i. 
clip indicators • ALSO AVAILABLE: DA9624 24-bit 
D/A convener 

DIGITAL MIXERS 

(W Roland VM Basic 72 
Digital Mixing System 

The all digital Roland V-Mixing System, when fully 
expanded, is capable of mixing up to 94 channels with 16 
stereo (32 mono) onboard multi-effects including COSM 
Speaker Modeling. Utilizing a separate-component 
design, comprised of the VM-C7200 console and VM-
7200 rackmount processor, allows the V-Mixing System 
to be configured to suit your needs. Navigation is made 
easy via a friendly user interface. FlexBus and EZ 
routing capabilities as well as a large informative LCD 
and ultra-fast short cut keys. 

• 94 channels of digital automated mixing (fully expanded) 
• Up to 48 channels of ADAT/Tascam T-DIF digital audio 
I/O with optional expansion boards and interaces 

• Separate console/processor design 
• Quiet motorized faders. transport controls, total recall 
of all parameters including input gain, onboard mixir 
dynamic automation and scene memory 

• 24 fader groups, dual-channel delays. 4-band 
parametric channel EQ + cnannel HPF 

• FlexBus and ‘virtual patchbay' for unparalleled routing 
flexibility 

• VS8F-2 Effects Expansion Board - Provides 2 stereo 
effects processors including COSM Speaker Modeling. 
Up to 3 additional boards can be user-installed into the 
VM-7200 processor, for 8 stereo or 16 mono effects 
per processor 

• VM-24E I/O Expansion Board -- Offers 3 R-Bus l/Cfe on 
a single board. Each R-Bus I/O provides 8-in/8-out 24-
bit digital I/O. totalling 24 I/O per expansion board. 

• Up to 16 ster :o (or 32 mono) muiti-effects processors 
using outonal VS8F-2 Effects Expansion Boards (? 
stereo effects processors standar® 

• COSM Speaker McdBlmg and Mic Simulation technology 
• 5.1 Surround mixing capabilities 
• EZ Routing allows mixer settings tc oe saved as templates 
• Realtime Spectrum Analyzer checks room acoustics in 
conjunction with noise generator and oscillator 

• Digital cables between processor and mixer can te uu 
•«0 100 meters long- ideal for live sound reinfurcement. 

• OIF-AT 'ntertace Box for ADAT/Tascam - Converts 
signals between R-Bus (VM-24E expansion board 
required) and Ai)AT/Tascam T-DIF. Handles 8-m/B-O'it 
digital audio 1/3 'ackmount size. 

• VM-24C Cascade Kit - Connects two VM-Senss 
processor units Using two VM-7200 processors 
cascaded and fully expanded with H-Bus I/O, 94 
channel of -ludk) processing are available. 

EFFECTS & PROCESSING 

lexicon 
MPX-SOO 24-Bit Dual Channel Effects Processor 

The MPX 500 is a true stereo 24-bit dual-channel processor aed >ike tne MPX1O0 is powered by Lexicon's proprietary 
Lexichip and offers dual-channel processing. However, the MPX 500 offers evun greater control over effects 

parameters, has digital inputs and outputs as well as a l^ge graphics dspfay. 

240 presets with classic, true stereo reverb programs 
as well as Tremolo. Rotary. Chorus. Flange. Pitch 
Detune. 5.5 second Delay and Echo 
Balanced analog and S/PDIF digital I/O 

4 dedicated, front panel knobs allow adjustment oí 
effect parameters Easy Learn mode allows MID 1 

patching of front panel controls. 
Tempo-controlled delays lock to Tap or MIDI clock 

t.c. electronic 
M-One Dual Effects Processor 

The M-One allows two reverbs or other effects 
to be run simultaneously, without 
compromising sound quality. The intuitive yet 
sophisticated interface gives you instant control 
of all vital parameters and allows you to create 
awesome effects programs quickly and easily 

20 iucredtle TC effects 
including Reverb. Cherus. 
Tremolo. Pitch. Delay anc 
Dynamics 
Analog-style user interlace 
100 Facicry/100 User prsets 

• Dual-Engine design 
• 24 bit A/D-D/A converters 
• S/PDIF digital I/O. 44.1-48kHz 
• Balanced 1/4' Jacks - Dual I 0 
• 24 bit internal processing 

D-TWO Multitap Rhythm Delay 

Based on the Classic TC2290 Delay, the D-
Two is the first unit that allows rhythm 
patterns to be tapped in directly or quantized 
to a specific tempo and subdivision. 

• Multitap Rhythm Delay 
• Absolute Repeat Control 

•Upto 10 seconds of Delay 
• 50 Factory/100 riser preset: 

• 24 bit A/D-D/A converter:. 

• S/PDIE digital I/O. 44 1-48kHz 
• Balanced 1/4" Jaeks - Dual I/O 
• 24 bit internal pr«oessing 

AU ITEMS ARE COMPLETE WITH AU ACCESSORIES AS SUPPLIED BY MANUFACTURER BAH PAGE 3 
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420 Ninth Ave. 
(Bet. 33rd & 34th St.) 

New York, N.Y. 10001 

AVALON 

ï. p ° 
n 

The VT-737ÜP is a vacuum tube, Class A processor that combines a mic preamp, instrument DI. compressor ar.d 
s veepable 4-band equalizer ¡n a 2U rack space. Like all Avalon Design products the VT-737SP utilizes a minimum 

signal path cesign with 100% discrete, high-bias pure Class A audio amplifiers and the best active and passive 
components available. Used by renowned artists and studios world wide and the winner of the Electronic Musician 

control including de-essing. The EQ can be assigned 
pre and post compressor from the front panel to add 
even greater sonic possibilities. 
Two VT-737 SPs can be linked together via a rear 
panel link cable for stereo tracking 
The Equalizer utilizes 100% discrete. Class A-high-
voltage transistors for optimum sonic performance. 
The low frequency passive shelving EQ is selectable 
between 15. 30 60 and 150HZ with a boost and cut 
of ±24dB 
The high frequency passive shelving EQ is selectable 
between 10.15, 20 and 32 kHZ with a boost and cut 
of ±20dB 
The low-mid frequency is variable between 35 to 450 
Hz while the high-mid frequency is variable from 
220Hz to 2.8 kHz. Both mid-band frequencies offer a 
boost and cut of ±16 dB and a hi-Q/lo-Q switch. 
When the EQ to side chain is used, the low and high 
EQ is still available for tonal adjustment 
The Output level is continuously variable and utilizes 
an another dual triode vacuum tube driving a 100% 
Class A. high-current balanced and DC coupled low 
noise output amplifier. 
Sealed silver relay bypass switches are used for the 
most direct signal path 

1999 Editors’ Choice Award for Product Of The Year 

FEATURES-
• Combinaticn of TUBE preamplifiers, opto-compressor. 
sweep equ ilizer. output l^vel and VU metering in a 2U 
space 

• Four dual triode vacuum tubes, high-voltage d serete 
Ciass A with a 10 Hz to 120kHz frequency rsponse 
±0.5dB 

• The Preamp has three input selections- The frst is a 
high performance XLR balanced mic input transformer 
with +48v phantom power, the second is a high 
impedance instrument DF with a 1/4 "jack located on the 
front panel and the third !s a discrete high-tevnl Class A 
balanced line input. 

• High gain switch boosts overall preamp gain and a 
passive- variable high pass filter, hardwire relay 
bypass and phase reverse relay is available for all 
three inputs 

•The Opto-Compressor uses a minimum signal path 
design and features twin Class A vacuum tube triodes 
for gain matching. A passive optical attenuator serves 
as a simple level controller. Variable threshold, 
compression ratio and attack and release offer 
dynamics control from soft compression tc hard-
knee limiting. 

• The dual sweep mid-EQ can be side chained to the 
compressor allow.ng a broad range of spectral 

VT-737SP Mono Class A, 
Vacuum Tube-Discrete Preamp-Opto-Compressor-Equalizer 

The RODE NT2 is a large diaphragm 
true condenser studio mic that 
features both cardioid and 

omnidirectional polar patterns. The 
NT-2 offers superb sonic detail with 
a vintage flavor for vocal and 
instrument miking. Like all RODE 

mies the NT-2 is hand-assembled in 
Australia and is available at a 
breakthrough price. 

FEATURES-
• Dual pressure gradient transducer 
• r capsule with gold-sputtered 
membranes • Low noise, 
transformerless circuitry • Omni 
and cardioid polar patterns • 135dB Max SPL • High 
pass filter switch and -1 OdB pad switch • Gold plated 
output connector and internal head pins 
• Shockmount. Flight Case, and Pop Filter included 
• 20Hz-20kHz frequency response_ 

RHDF NT-2 l\ Lx L- Condenser Mic 

audiotechnica 

AT4047 
Cardioid Condenser 

The AT4047 is the latest 40 Series large 
diaphragm condenser mic from Audio 
Technica. It has the low self noise, wide 
dynamic range and high sound pressure level 
capacity demanded by recording studios and 
sound reinforcement professionals. | 

FEATURES-
• Side address cardioid condenser 
microphone for professional recording and I 
critical applications in broadcast and live sound ’ 
• Low self noise, wide dynamic range and high SPL 
• Switchable 80Hz Hi Pass Filter and 10dB pad 
• Includes AT8449/SV shockmount 

C414 Till 
“Vintage TL” 

Combines the best of old and new: 
legendary C12 acoustics and the latest ■ 

generation of C414 transformerless FET fl* j 
electronics. Although similar in design 
and shape to the C414BULS. the TLII Säg 
features a capsule that is a faithful sonic j 
recreation of the one used in the classic MH* 
C12 tube mic combined with computer-
aided manufacturing technques that 
assure greater uniformity in response 
from microphone to microphone. 

FEATURES- SKS 
• Cardioid, hypercardioid, omnidirectional M 
and figure 8 pola' patterns 

• Warm, smooth microphons that is suitable for high-
cuality digital recording. 

• Frequency response 10Hz to 20kHz 

C4000B 
ELECTERET CONDENSER 

This new mic from AKG is a multi polar 
pattern condenser micropone using a 

unique electret dual large diaphram -'-AM 
transducer t is based on the AKG ; _ rWB 
SohdTube deisgn except that the tube 
has been replaced by a transistorized 
impedance converted preimp. The 
transformer.ess output stage offers the -
C4000B excsptional low frequency 

FEATURES-
• Electret Dual Large Diaphram Transducer 
(1st of its kind) • Cardioid, hypercardioid & 
omnidirectional polar patterns • High Sensitivity * 
• Extremely low self-noise • Bass cut filter & 
Pad switches • Requires 12.24 or 48 V phantom power 
• Includes H-100 shockmount and wind/pop screen 
• Frequency response 20Hz to 20kHz 

PS-5 Bi-Amplified Project Studio Monitors 
The PS-5s are small format, full-range, non-fatiguing project studio 
monitors that give you the same pre» ise. accurate sound as the highly 
acciaimed 20/20 series studio monitors. The use st custom driver 
components, complimentary crossover and bi-amplifiid power design 

I [ P I0 II II I P V Prov,des a w'de dynamic range with 
L11 u I h II 11 I u u low intermodulation distortion. 

FEATURES-
• 5-1 /4-inch magnetically shielded mineral-filled 
polypropylene cone with 1-inch diameter high-temperature 
voice coil and Camped rubber surround LF Driver 

• Magnetically shielded 25mm diameter ferrofluid-cooled 
natural silk dome neodymium HF Driver 

• 70 watt continuous LF ,md 30 watt continuous HF 
amplification per side 

• XLR-balanced and 1/4-inch (balanced or unbalanced) 
inputs 

excellent trarsiert response and 

•52Hz-19kHz frequency 
response t3dB 

• 2.6kHz. active second order 
crossover 

• Built-in-RF interference 
output current limiting. over 
temperature, turn-on 
transient, subsonic filter, internal fuse protection 

• Combination Power On'Clip LED indicator 
• 5/8’ vinyl-laminated MDF cabinet 

TRM-6 
■Cl I 1^x1« Bi-Amplified Studio Monitors 

VERGENCE A-20 
Studio Reference Monitor System 

Offering honest consistent sound from top to bottom, the TRM-6 bi-anplitied 
studio monitors are the ideal reference monitors for any recording envronrnent 
whether tracking, mixing and mastering. Supported by Holer’s legendary amplifier 
technology providing a more accurate sound field, in widtn. height and also depth. 

FEATURES-
• 33 Watt HF & 50 Watt LF amplification 
• 1-inch soft dome tweeter and 6.5-inch 
polypropylene woofer 

•55Hz-21kHz Response 
• Magnetically Shielded 
• Electronically and Acoustically Matched 

Also Available- TRM-8 
• 1-inch soft dome tweeter ard 8-inch 
polypropylene woofer 

• 45Hz - 21kHz frequency response ±2dB 
• 75 Watt HF. 150 Watt LF .'.mpli'ication 

TRM-10S And TRM-12s 
Active Subwoofers 

Combining Hailer’s legendary amplifier technology with a 
proprietary woofer design, the TRM10s and TRM12s active 
subwoofers provide superb bass definition required in today's 
studio and surround sound environments. 

TRM-10S 
• 10-inch cellulose fibre cone down firing woofer. 
• 200 watt low frequency amplifier 
• 30Hz to 110Hz frequency response ±2dB 
• 24dB/octave Linkwitz-Riley crossover variable (40Hz to 
110Hz) 

THM-12S 
• 12-inch cellulose fibre cone down firing woofer. 
• 200 watt low frequency amplifier 
• 25Hz to 110Hz frequency response ±2dB 
• 24dB/octave Linkwitz-Riley crossover variable (40Hz to 
110Hz) 

Incorporating a pair of 2-way, acoustic suspension 
monitors and exrernal, system-specific 250 watt per 
side control amplifier, the A-20 provides a precise, 
neutral studio reference monitoring system for 
project, commercial and post production studios. The 
A-20's control amplifier adapts to any production 
environment by offering rontrol over monitoring 
depth (from near to far field), wall proximity and even 
input sensitivity while the speakers magnetic 
shielding allows seamless integration into today's 
computer based studios. 

• Type Modular, self-powered near/mid/far-field monitor. 
• 48Hz - 20kHz frequency response @ 1M 
• Peak Acoustic Output 117dB SPL (100ms pink noise at 
1M). 

• XLR outputs from power amp to speakers 
• Matched impedance output cables included 

Amplifier 
• Amplifier Power 250W - continuous rms/ch). 400W 
(100ms peak). 

• XLR. TRS input connectors 
• Headphone output 
• 5-position input sensitivity switch with settings 

• -6dB LF Cutoff 40Hz 
• 5 position wall psoximity control 
• 5 position listening proximity control between near, 
mid anc far-<ield monitoring 

• Power. Overload: SPL Output. Line VAC and Output 
device temperature display. 

Speakers 
• 2-way acoustic suspension with a 6.5-inch treated 
paper woofer and a 1 -irch aluminum dome tweeter 

• Fully magnetically Shielded with an 18-inch 
recommended working distance 

VIDEO and PRO AUDIO Í 
TO INQUIRE ABOUT YOUR ORDER: 

800 221-5743 • 212 239-7765 
OR FAX 24 HOURS: 

800 947-2215 - 212 239-7549 PHOTO-VIDEO-PRO AUDIO 

POWERED STUDIO MONITORS 

MICROPHONE PREAMPS 

CIRCLE 05 ON FREE INFO CARD 

Minimum Shipping USA (Except AK & HI) $£.95. up to 1 lb. Add 75c tor each additional lb. For ins. add 50c per $100. G 2000 B&H Photo-Video. Prices valid subject to supplier prices, dot responsible for typographical errors. 



SONG WRITERS PRODUCTS ■ NEW ARRIVALS RGCORDNG MEDIA 

www.tapebargains.com 

nsper 

(Auralex 
' estimated street price 

Studios • Bands • Producers! 

COVERS I CASES & RACKS 

VOCALS 

INFORMATION GUIDE 
ACOUSTICAL PRODUCTS 

Making a 
GreatMaster 

ACOUSTICAL PRODUCTS 

Sound Control For The Rest Of Us’“ www.auralex.com 800.95.WEDGE 

INFO 
) »84 
FAX 

I webs have done the “legwork!” 
www.spincdnetwork.com 
www.songwriterproducts.com 

LA-2A LA-3A OWNERS 
Before you by a newT4B optical 

attenuator, have it rebuilt at a fraction 
of the cost. Also stock OPTO’s. 

WWW. 
TapeBaiga^ 

Low Prices! On-line Ordering! 
Low Prices! ADAT! 
Low Prices! DTRS! 
Low Prices! R-DAT! 
Low Prices! ZIP.' 

Low Prices! JAZ! 
And Much More! 

• CD Burners & Shrink Wrap Equipment 
• Copyrights • Business Books 
• Legal Contracts & Software Kits| 

ANTHONY DEMARIA LABS 
914-256-0032 

If you need help, remem¬ 
ber we've always given free 

initial consultations. And if 
you're building a studio, check out our 

acclaimed booklet Acoustics-101 . It's 
a free download from our website! 

www.whisperroom.com 
PH: 423-585-5827 FX: 423-585-5831 

Getting your audio, video, and 
data recording media is as easy as 

a click of the mouse! 

NEW ACID CDs and 
FREE DOWNLOADS! 

From the creators of the popular Universal 
Groove Elements and Futurist Drum n Bass acid 

libraries, U.G.E. 2 (1.1 gig 1750 loops) 
Ugly Remnants (1.22 gig gig 1808 loop: 

www.Endlessflow.com 

INC. oom In the.. 
Studi 

FREE Guide 
Saves You Time and Money! 
Contact us today: 1-800-468-9353 
www.dlscmakers.com/eq info'-discmakers.com 

DISC MAKERS 

- SOUND ISOLATION ENCLOSURES -

Celebrating 10 years of reducing sound to a Whisper! 
Foe 

Recording Vocals, Broadcasting, Practicing, Etc. 

Immediate Shipping' 
3 Year Warranty 

SINGERSIiïWŒ 
Unlimited, Low Cost, Instantly Available 

Background Music from Original Standard 
Recordings! Does Everything Karaoke 
does... Better and gives you the 
Thompson Vocal Eliminator" 
Free Brochure & Demo Tape 
LT Sound Dept EQ-1 / 
7980 LT Parkway.Lithonia.GA 3005 
Internet-http://ltsound.com " 
24 Hour Demo/lnfo Request Line (770)482-2485-Ext 28 
When You Want Something Better Than Karaoke! 

AcousticsFirst 
ZS 888-765-2900 

Full product line for sound control 
and noise elimination. 
Web: http://www.acousticsflrst.com 

With the new Roominators Alphal Acoustical Control Kit, it s easy to make your place sound great! 

Big-name artists, networks, motion picture companies & studios know it: good gear in a bad room sounds no 
better than bad gear, so they tame their acoustics with goodies from Auralex. Now we've shrunk that big-studio 
sound down into the handy "take home" sized Alphal ! 

It's never been this easy & affordable to make your room sound better! 

• In this bne kit you get everything you need to improve the sound of your small 
studio, iso booth or control room: bass traps, absorbers .. even adhesive & 
installation tips! If ydur needs dictate, simply add more Alphal kits. 

You'll Immediately notice improved imaging, tighter bass & less "room" sbund. 

Ybur monitors, mies. & other gear will sound better than you ever thbught 
they could and your recordings will be much mbre accurate. Everything 
you record or listen to will sound clearer! 

Gone will be the dastardly room reflections and bass buildup that 
have been keeping ybu from hearing the "true" sound you desire 
(and thought you were paying for when you bought your gear)! 

Don't put up with bad sbund any Ibnger! Get tb your favorite 
dealer and check out the full line of affordable Rbbminatbrs 
Kits & bther industry-leading Auralex products today. You'll 
be surprised at how easy & affordable great sound can be. 

58 Nonotuck St, Northampton, MA01062 
ORDER (800) 583-71 74 

lnfo@silentsource.com * www.ailentsource.com 
Acousticore Fabric Panels • Sound Barrier 
Isolation Hangers • A.S.C. Tube Traps 
Silence Wallcovering • WhisperWedge 
Melaflex • S.D.G. Systems • Tecnifoam 
R.P.G. Diffusors • Sonex • Sound Quilt 
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BAND IN A BOX EQUIPMENT DEALERS 

The award-winning Band in a-Box accompaniment software 
for Macintosh' & Windows* is so easy to use! Just type in the 
chords for any song using standard chord symbols (like C, Fm7 
or C13b9), choose the style you'd like, and Band-in a Box does 
the rest - automatically generating a complete professional 
quality five instrument arrangement of piano, bass, drums, 
guitar and strings in a wide variety of popular styles. 

Band In a Box Pro $8« USD 
Band in a Box MegaPAK 5249 USD 

PG Musk Inc. 
29 Cadillac Avenue 

Victoria, BC V8Z 1T3 Canada 
1 800 268 6272 
(250) 475-2874 

PE ■i music 
www. pqmusic.com 

E-mail; sales@pqmusic.com 

RECORDING SERVICES 

^digi mixdoctor, com 
Send us your music on any format. 

We will doctor your sounds and return to you 
a professional mix. 

Experienced Engineers with Major Label Credits. 

phone 615.385.3820 or check us out @ digimixdoctor.com 

COVERS/CASES & RACKS 

OMNIRAX 
STUDIO FURNITURE 
MixStation/O2R 

Also available for 
Mackie 
8-Bus mixers 

Custom Design 
and 
Modifications 

800.332.3393 
FAX 415.332.2607 
Outside U.S. 415.332.3392 
WWW.OMNIRAX.COM 

RECORDING SUPPLIES 

FOR USY SECURE 0R0ERINC 
LOOK FOR US 

ON THE 
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•r 
Don’t Get Beat 

When you need equipment call 

8TH STREET MUSIC 
(800) 878-8882 

Philadelphia’s Largest Musical 
Instrument Dealer!!! 
www.8thstreet.com 

8th Street Music, 1023 Arch St. 
Philadelphia. PA 19107 

SAVE THOUSANDS Of DOLLARS 
BUYING YOUR NEW & USED 

EQUIPMENT FROM US 

94 STATE STREET • NEW LONDON, 0 06320 

800.264.6614 »860.442.9600 
(arusomusi@aol.com • http://www.caruso.net 

Guitars, Keyboards, 
Pro Audio, Recording 
HUGE INVENTORY - FAST SERVICE 
DISCOUNT PRICES EVERY DAY1 

For a FREE catalog call 

1-888-348-5003 
Or shop ON-LINE at www.rocknrhythm.com 

I ' a division of The Woodwind & Brasswind 

For Advertising Rates, 
E-mail Christine at cvela@uemedia.com 

MUSICAL GEAR 

Every major brand of everything. 
Millions of dollars of musical gear instock. 

ALTO MUSIC 
Guitars, recording, keyboards, amplifiers, drums, pro sound, 

new & used. One of the largest selections in the country. 
We ship everywhere, 

(914) 692-6922 • Fax: (914) 692-5551 
altomusic.com 

680 Route 211 East, Middletown, NY 10940 
Ask tor Uncle Freddy-He loves Ya! 

SOFTWARE 

Music Tools B!o wout! 
Great Deals & Service on Over 15,000 Products 

Pro Audio Sound Cards, Interfaces, Cables, 

Software, Controllers, Samples, Sequences 

www.midi-classics.com 
Call 860 651-1349 NOW! 

MIDI Classics. Dept.P, Box 311, Weatogue, CT 06089 

STREAMING MEDIA 

è 

& 

/ Month-to-Month Terms 
sales@playstream com 

¿0 

g 
¿0 

▼ Media Reports 

/ Free 15 Day Evaluation 

Pay-Per-View Services 

Stream All Formats from One Account 

zOne-Hop Connectivity to the Internet 

¿^Stream from $9.95/Month (No Setup Fee) 

PlayStream" 

TAPE RECORDERS 

Reamp 
A SMALL BOX USED EVERYDAY BY BIG NAMES 
Metallica, Third Eye Blind, Green Day, The Rolling Stones, Beck, 

Joe Satriani, Def Tones, Aerosmith,Van Halen, Jerry Harrison, 

Bob Rock, Joe Chiccarelli, Matt Walace, Jack Jospeh Puig 

find out why at > www. reamp.com < 

TRAINING / TUTORIALS 

Easy Home-Study practical training in 
Multi-track Recording. Join our successful 
working graduates or build your own studio. 

■W EBESJNFQBMÂTIQN: 
J ludio Institute of 
814 46th. Ave Suite AN, San Francisco. CA 94121 

^RECORDING ENGINEER 
'v"h (ft 
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ÇLASSIFieDSjggg^ 
DUPLICATION / REPLICATION SERVICES 

500 CDs and Jewel 
Boxes for $650" 

|QCQ| 800-859-8401 
Great prices on complete packages with 
printing, graphic design & mastering 

www.go-QCA.com 

JVluüsiorsift 
Ml'I.TI - IV1 KDIÆ 
Thu Best CD aw Cassette Packages In The World 

CD MaMIFACWIUIK, Cassette Dufucatios, 
GtAFHICS, PKISTISC & MOFF. 

Portland • 1-800-637-9493 • Los Angeles 
A Division ol SarShan Marketing. Inc. « E-mail: jzobrist@hq.tcfarms.com 

500 Cd's with Window Sleeves $595 
THESE ARE NOT COR S 2COLOR SILKSCREEN ON DISC 

500 CD'S RETAIL READY STARTING AT $850 
7>«SfVCUX» AWVT. MANUFACTURING. JEWELBOX.SHRINKWRAP 
500 CD's Complete retail Pack age S1199 
16HOURSDESGN. LATOUTSCANSFEM PRUT. PACKAGES. MASTEJ9C 
SHRINKWRAP ANO CD MANUFACTURING. READY TO SELL ! 

Luminous Flux 1-800-726-2611 
www.fluxnet.com Call for our FIE Brochure! 

Audio Cassette Duplicator Co 
12 CD’s $3.49 each 
1OO CD’s $1.99 each 
(818) 762-ACDC (2232) 

www.acdc-cdr.com 
12426 1/2 Ventura Blvd. 
Studio City, CA 91604 

riiQiTCii 
uiui 11 il. iui\U-

Feel the Power of Excellence 
TOTAL CD, CD-ROM, & DVD PRODUCTION 

toll free: 1 *877*D ISOU SA 
(212) 252-9300 in NYC 

149 MADISON AVENUE NY, NY 10016 

www.digitalforce.com 

Compact Disc Replication 

100 CDs $185 Prices include jewel box 
50 CDs $115 and printing direct on disc 
25 CDs $60 ... , . . ■ . . 
i n rDe eon Wealsododesi9nand pnnting Iulius $ ou of fu|| oqIqc an(j b&w covers -

Allen Lowe 207-741-2846 

PROFESSIONAL • RELIABLE • AFFORDABLE 

i Mastering 
1000 Bulk CDs $699 

3 color on disc from your film & master 

|| 410-515-4844 08 8 
WWW.CYBERELLASTUDIOS.COM 

A^^ite Audio Labs, Inc. 
b800«801«SONG (7664) 

SMALL AD 

BIG SAVINGS 
CD’s fast turn aroundfr om 1-10,000 

CD’S IN 2 DAYS! 
Guaranteed!! 

□ d q s s e u 
p r □ s □ u n 

New, Used and Vintage Recording Equipment 
Buy • Sell • Trade 

API, Neve, Fairchild. Manley. Quested, Urei 
Pultec. Neumann, Lang, Studer^and More£ 

www.odysseyprosound.com 
I Tel: (978) 744-2001 Fax:(978) 744-7224 | 

Expert mastering & Graphics $ 1395.00 

Short runs & Custom orders bookCm^ UUUA, UU IdUel, 

Great prices on cardboard sleeves & packaging 

EARTOIJSC 

$986 580 CDs 

S 129 9.“ soo 

1.800.876.5950 

graphic design/film 
Ml color 2 page l panel insert 
Jit olor on cd prinung/gfass master. 
l»«r I b«. shrink wrap 

hili < .1, ■ 2 page/4panel inm 
J color on rd printing/glass master. 

SOO EE CDS HIT™-
ONE WINN« WHI BE PICKED EACH MONTH 
GO TO OUR WEBSITE FOR CONTEST RILES RESTRICTIONS MAY APPLY 

$ i 3 8 5. 00 I 000 CDs 
package includes: 
film seperations 

full color 2 page/4panel insei t 
3 color on cd printing/glass master. 

www.yourmusiconcd.com 
10 cdrs -$SO, 25 cdrs -$75, 50 cdrs -$125 

KM) BULK CBRS-$99.00 
I ndudös cdr and duplication 

100 BASIC CDRS-S169.00 
Includes cdr, on cd print.and jewel case 

100 FULL COLOR CDR 
P Hht<;i-S:iHI.(M> A 
lnr.llIdow color covor(-4Z1). color tr nycnr<l| dZO ) . 
l»w print on cd. |ewelca»o and shrinkwrap. 
from your artflla* fl* ÍW 

áromSINfiIMMB 
Includna cdr. duplication, on cd prlnt(tnxtZIOQO) I 

Atlanta 678-442-0933 Toll Free 877-442-0933 

Factory-Direct Pricing. 

CD SOURCE 
CD • CD-ROM • CASSETTE 

1.877.CD PRESS (toll free) www.cdsource.net 
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DUPLICATION / REPLICATION SERVICES 

ONE-STOP AUDIO 
MANUFACTURING 
• CD Replication 
• Vinyl Records (colors avai 
• Cassettes 
• Graphics Design 
• Super-Hot Mastering SI 

NEW - On-Demand Color Printing 

Work directly with the factory and save! 

Best Price, Best Service - for more than 20 years! 

(800) 455-8555 
(718)407-7300 www.europadisk.com 

CD - R DUPLICATION 

DeNoise 1.69 
Price Includes: CD - R, Duplication, Thermal 

4th CREATION) 
DUPLICATION 

(936) 756-6861 

50+ 
100+ 
200+ 

2.49 
1.99 

300+ 
500+ 
1000+ 

inting, Jewell Box, 
Inserting of cover. 
& Shrinkwrapoed 

WHITEW/1TER STUDIOS 
Mislerinq Services 

Major label quality/lndie Prices 
CD & CASSETTE PACKAGES 
WOO CDs Deelgn/Filme/Color Print $1499 • 500 CD Promoe/|499 ■■■ 
300 Real-Time Chrome tapee/Coior J-car4e/toyout/Fllme: $690 MMN 
Ô28-274-O956 *'vw-whttewat«n-ecord.ing.com ¡—-■-g*' 

Mastering and Sound Restoration 
on Sonic Solutions & AudioCube 

Toll Free 1-866-DENOISE 

IT'S YOUR BABY 
Al AND WE DELIVER. \ 

•75O.OO >1,050.00 >2,700.00 
Ct FicMiti iidiH: Ilin aiitir, 2 celar UMI, |iwii Mi, iicMiiii, nii«rii 

titer Services/Klein -Mesteriei •tesin •Him -Pieties 

800-DIGIDOC 
www.dlgldocpra.com 

reserve space 
ONLINE EMAIL 

CVELA@UEMEDIA.COM 

Need Fat Major-label sound 
on your CD? Call the Analog Specialist I 

DR1mastering.com 800-884-2576 

Over BO Years of Audio Excellence 

Sound Affair Mastering 
CD Mastering From All Formats 

CD & Cassette Duplication 
First Class Sen ice 

714-540-0063 Call for your FREE demo 
_ www.soundaftairmastering.com_ 

CASTLE TECHNOLOGY, INC 
1-800-636-4432 FAX 615-399-8855 
@CDR DUPLICATION 

- PRINT ON CD - CD INSERTS 
PRICES START AT $ . 90 each 

ROSSAROUND DIGITAL 
MASTERING 

Get the personal professional 
touch your product deserves. 
At a price you can afford. 

Guaranteed results. Demo available. 
www.rossaround.com 
805-660-0776 

THE DIGITAL SUNSPOT INC 
0 Affort 

cpiyi 
•rofessii 

www.digitalsunspot.com 
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CLASSIFIEDS 

DUPLICATION / RÉPLICATION SERVICES 

duplication 
Guaranteed I Reliable I Highest Quality! 

CD-R COPIES Lowest 
Quick Turn-around 
10 to 10,000 copies Prices! 

-927-3472 
www.elsproductions.com CWeb Specials 

CAIL RICHT NOW FOR A BOTTOM LINE QUOTATION! 

Multimedia A 

www.bmmi.com 

300-585.0Ó 
500 ■ 625.00 

8095797010 
n Esi 
z CD, CD-ROM, M 
□ & cassette 
g manufacturing 

art design & printing 

mastering & editing 

30years experience 

guaranteed national distribution 
Amizon.com, CDNdw, Tower Records, etc. 
call or visit our website for details! 

1-800-880-0073 
www. crystaldearsound.comlcdtape 

Vinyl Pressing Special Radio & Promo Packages 

ESt. 1969 

12” Vinyl Pressing 
Dub Plates 
Compact Discs 
Cassettes 

~Rc.cjtjTr.cL £ ^Tap.c ~HtajwfTictu.TiiM.g. 

Call Today 1- 800- 527- 3472 (Outside TX) 
(214) 741-2027 

902 N. Industrial Blvd Dallas, TX 75207 

IOOO T" VINYL 45's (WITH WHITE SLEEVE) $849.00 REORDER - $479.00 

500 TF" VINYL 45's (with white sleeve) $675.00 REORDER ■ $299.00 

IOOO I VINYL (in WHITE JACKET w/ HOLE) $1,773.00 REORDER - $1199.00 

500 7 VINYL (in WHITE JACKET w/HOLE) $1,249.00 REORDER $699.00 

ALL PACKAGES INCLUDE: MASTERING / FULL PROCESSING / TESTS / 
2-COLOR LABELS / SHRINKWRAP (12’ onfy)/ QUICK TURN AROUND 
IN-HOUSE CD, VINYL 8 CASSETTE REPLICATING 8 PACKAGING * OVER 60 YEARS OF EXPERIENCE 

ASK FOR OUR FREE BROCHURE!_PRICES SUBJECT TO CHANGE WITHOUT NOTICE_ 

Rainbo Records and Cassettes 
1738 Berkeley St. • Santa Monica,CA 90404 • (310) 829-3476 • 
Fax: (3 10) 828-8765 • www.rainborecords.com • info@rainborecords.com 

Don’t go crazy, Go direct! 

$899.00 
500 CDs with 

4 page CD folder & 
tray card (4+ 1 ) 

or 11399.00 for 1000 CDs 
(from master and film supplied) 

Cañ 1.800.MMS.4CDS 
for your free catalog 

www.mmsdirect.com 

CD ► CD-ROM ► DVD ► Vinyl ► Cassette 

Design ► Mastering ► All Related Packaging 

AA MEDIAWORKS* 
W 1029 Elm Hill Pike 

Nashville, TN 37210 

compact discs _ cd rom dvd 
çd +/cd enhanced_ video 

digital bin cassette duplication 

short-run discs and cd one-offs now available 

call toll free for quotes,special 

packages and large quantities 

" ™ •competitive pricing 
-. ‘friendly service 
“ •' •professional results 

1-800-211-4689 
www. mediaworkscd. com 

PECIAL PACKAGE PRIC 
I 1000 CDs for $1545 1 

1 
ï 

i 
1 

46 PRODUCTIONS 
25 CDRs - $90 / 50 CDRs - $140 

100 CDRs - $200 / 200 CDRs - $340 
From CD or CDR master. Includes CDR in jewel box with text 
printing on CD label. Add S19 for other digital master, $33 for 
analog master. Orders must be prepaid. Shipping not included. 

42W557 Hawk Circle, St. Charles, IL 60175 
Phone: (800) 850 5423 • E-mail: info@46p.com 

Visit Our Web Page at: http://www.46p.coin 

816 Fifth Avenue 
Pittsburgh, PA 15219 

DIGITAL DYNAMICS AUDIO INC. I 

OCD Mastering and Replication 
oCass. Mastering & Replication 
o Digital Audio Post Production 
o CEDAR Sonic Restoration 

Full Service Digital House 
http://wWw.4ddai.com 1-800-444-DDAI 

www.tapes.com 

FAX YOUR AD 
63I-547-II8I 

HEY LOOK! 

WE’RE ON THE WEB! 

Toll Free All Formats! 
800-538-2336 Best Prices! 
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EQUIPMENT FOR SALE 

999999 

AS LOW Digi Design 001 
999999999000 

as 

•Record 8 tracks simultaneously 

C MOTU AUDIO 1296 

Just In ■ Demo's ONLY $1,199 RIDICULOUS PRICE! 

“The best Deals On Earth 

COMPUTERS 

"Computer experts who understand pro audio!" 

music technology direct 

MOTU 

' 111111111111 Mimi -
audio-technica 96k Hz, 12 channel, 24 

bit aud o interface 
Custom & hare to 
‘ind cables IN 
STOCK! 

SR32-4 ■ 
The Best Value 
4-bus, live-sound 
mixer ever offered! 
For the best prices call us or check out 
our website at www.shreveaudio.com 

• 9 GB SCSI HD -Perfect for 
Audie 
•CD 
* Keyboard & Mouse 
• 16 MB ATI Rage Pro Video 
Card 

EQ JANUARY 
ISSUE DEADLINE 
IS DECEMBER 6TH 

MXL 2001 
*lncludes 

FREE shock¬ 
mount- a 
$49 value! 

Blowout Prices on all 
QN Mackie equipment! 

SALE! 

Ask about our G3/0igi001 bundle! 

BLOWOUT ON BLUE AND 
WHITE G3’S! 

• 450-MHz PowerPC 
I '128 MB RAM 

1200 Marsnall st 
Shreveport. LA 71104 
eh ringer Eurorack mix¬ 
ers as low as $89 

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

Your One-Stop Shop for the Best Gear Deals! Open 24/7 

The internet auction marketplace at www.diqibid.com 

Specializing in digital recording and the latest in music technology! 
Visa, MasterCard, AmEx, Discover accepted 

Computer Workstations 
Broadcast • Sound Reinforcement • Recording 

DäWGusa.COM 

FINALLY! A Real Personal Home 
Studio That You Can Afford! 

’ AKAI DPS12v2 Æ 

www.shreveaudio.com 

Marshall Mies 

'250 Virtual Tracks " ’ 

*20 Channel midi-automatable digital mixer 

’Easy to use graphic interface 

>4uesis 
Masterlink ML-9600 

- bv 

The gear*~ 
you need. •Amplifiers 

We’ve got it. 
«Keyboards 

We have everything you need . 
for studio and stage! “-ore 

. 1

LOW PRICE! “ ■ ■■■ ■* 12 audio tracks 

SHREVE AUDIO. 
* — 1-800-214-9222 com 
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CLASSIFIEDS 

CAREER MARKETPLACE 

RECORDING STUDIO 

USE THE 

Can't make it to Miami Beach? We offer ISD1 :ransfers by FedEx 

cvela@uemedia.com 

wwwjiyc-entertawnentcom 
YOUR HOTSPOT 
GUIDE FOR NYC 

Internet Sales (Account Service) Managers: Ability to sell creative marketing oppor¬ 
tunities to a rapidly-expanding community of customers and help them to grow their 
business. Requres understanding of internet marketing and advertising concepts as 
well as proven track record of new business development. Media sales experience, 
internet advertising sales, and/or knowledge of the Pro Audio, Video & Systems 
Industries a plus. Travel required. Excellent compensation. 

Strategic Business Development Manager: Ability to identify, negotiate and close 
key partnerships inside and outside the Pro Audio Industries. Prior Irternet business 
development experience and MBA are preferred. 

Internet Marketing Manager: Ability to design and implement internet marketing 
plan to drive marketing objectives. Requires thorough understanding of internet mar¬ 
keting. Knowledge of Pro Audio, Video & Systems Industries a plus. 

Call and ask for 
Kristine Haas or 
the Career 
Center today! 

5335 Bass Road 
Fort Wayne, IN 46808 
(219) 432-8176 

FAX (219) 432-1758 

CAREER MARKETPLACE 
TO HIRE YOUR 

music technology direct 

800-222-4700 
www. sweet water, com 
careers@sweetwater.com 

FOR 4

YOUR 
BUSINESS! 

ÏM ATf The Ultimate Pro Tools Studio 
305-604-9210 www.diginote-miami.com 

THE ULTIMATE ONLINE RESOURCE 
for pro audio, video & systems integration— 

Entertainment Technology Network 
From the Publisher of Pro Sound News, EQ, Systems Contractor News. Medialine, 

Residential Systems, Surround Professional. Television Broadcast. Videography & Government Video 

is looking for energetic, talented professionals. 

United Entertainment Media, Inc. is an equal opportunity employer, offers a competitive com¬ 
pensation and benefits package. If you would like to join our 

1/1 progressive team please fax resume and cover letter a united News & Media company ' ° r

to MP 212.378.216c. 

Let's get serious shall we? 
We can take your pfoject on any 
format (ADAT. Tascam, 2” tape , * 
or DigiOO1 ) transfer it to our 
amazing Pro Tools tystem, do HP JU 
some high end overdubs, 
tweaking and mixing tõ jlveyoli 
the same professional results we 
produce for our recentdients like 
Christina Aguilera. Sly & Robbie, * 
JT Money. Rudy Perez and David Colé just to mention a few. 

Call Christine at 
631-547-1180 

Support • Contracting/Install 

Recording Studio • Creative 

Marketing • And More 
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THOM 
► continued from page 69 

rather than giving him a pristine, crystal clear 
vocal sound, you put it through a little Marshall 
or Pignose amp to disguise it. 

A typical problem in mixing is get¬ 
ting a vocal to sit in the track correctly. 
What sort of tricks or techniques have 
you come up with for getting a vocal 
to lay in there just right? 

There are a lot of different ways to do it. 
Sometimes, if you have a big snare drum, 
you need to pan it off to the side a little bit. 
Or maybe you need to take a little of one 
frequency out and let the vocal pop 
through. Sometimes you've got to make the 
vocal a little bit louder than you'd normal¬ 
ly make it, but then put something on it to 
give it some dimension so it doesn't sound 
like it’s going to fall off the front of the 
speaker. If you have lots of things in the 
middle, you’ve got to put them to the sides; 
sometimes just the effect can make a big 
difference. 

One thing I used to do — and I still do it 
occasionally if I can find one — is, I’ll take a 
Dolby two-track and I'll hook it up backwards 
and put the vocal through it so I have a fad¬ 
er with the vocal un-Dolby'ed and noisy, 
since it’s encoded but not decoded — sim¬ 
ilar to the Aphex [Aural Exciter] effect. Then 
you mix that in a little bit. A lot of times I’ll take 
a mult of the vocal, and I’ll run [one channel] 
through a 1176 and limit it a lot — I do that 
a lot, maybe EQ that one a little differently, 
too, or maybe [set up a channel that] will 
have more of an effect on it. Or put the sig¬ 
nal in the room through a Marshall amp and 
just mix a little bit of it in, not so it sounds like 
the devil, but so it gives it an edge. 

Presumably you need to check 
carefully for phase. 

Sure, anything and everything should 
always be checked for phase. I go 
through every microphone cable and 
piece of outboard gear; I check the bass 
drum phase with the overheads, I check 
the snare with the overheads, I check the 
toms with the bass drum, I check the toms 
with the snare — you’ve just got to go 
through all that. Same thing with guitar 
mies — if you can’t get a good guitar 
sound, chances are half of them are out 
of phase. All you’ve got to do is just hit the 
[phase reverse] button on the console 
and see if it sounds better in or out of 
phase. It’s very simple; you just go down 
the line and check it. It takes no time — 
if it took an hour, it would be well worth it 
for the trouble it saves you later. 

This interview is excerpted from Howard 
Massey's new book Behind The Glass, now 
available from Miller Freeman Books. 
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MOTU AUDIO SYSTEM 

B 
THE LATEST NATIVE REVERB TECHNOLOGY 

LOUD 

S5Mö)BS»!*S6 

HUI 

Microphone Modeler’ 

The Human User Interface (HUI) from Mackie is 
unmatched for advanced, yet affordable control 
surface technology for audio workstations. HUI is 
so tightly integrated with Digital Performer, it's like 
placing your hands on Digital Performer itself. 
Sculpt your mix with HUI's silky smooth motorized 
faders. Tweak effects parameters with firm, yet 

reverb plug-in for MAS. RealVerb 
uses complex spatial and spectral 
reverberation technology to 
accurately model an acoustic 
space. The bottom line? Great 
sounding reverá with the ability to 

customize a virtual room and par within the stereo 
spectrum. RealVerb even lets you ölend room 

shape, material, and size accorcing to the demands 
of your mix. And RealVerb'was designed from the 
grounc up for automation adjust controls in real¬ 
time without distortion, pops, clicks or zipper noise. 
You can even morph between presets - in real¬ 
time. Don’t rely on your old stancby - let RealVerb 
bring new quality and space to your recordings. 

responsive V-Pot rotary encoders. You can even 
call up plug-ins on-screen directly from HUI. 
Keypad and transport controls let you locate Digital 
Performer's main counter instantly, just like the 
familiar keypad on your computer keyboard. HU! 
is a complete hardware workstation console, 
with the user-friendly ergonomics that 
Mackie mixers are known for. Boost your 
productivity through direct hands-on control. 

Dm the heels of their ground-breaking RealVerb 
5.1™ surround reverb plug-in. Kind of Loud 
Technologies p-esents RealVerb™, a new stereo 

AUTOMATED WORKSURFACE 

aumi -4l^ <l*Rr j 
MICROPHONE EMULATION 

Now the microphones you own can sound like the 
microphones you wish you owned. Mic Modeler 
allows any reasonably full-range microphone to 
sound like virtually any other mic. Using patented 
Spectral Shaping Tool™ (SST) technology, Antares 
has created precise digital models of a wide variety 
of microphones, from historical classics to modern 
exotics, as well asa selection of industry-standard 

workhorses. Just select which microphone you 
are actually using and then select what mic you 
want it to sound like. You can further fine-tune the 
sound with modeled tube saturation, proximity, 
windscreen effect and more. Mic Modeler is an 
easy, cost-effective way to extend your existing 
mic collection, or to obtain that classic, vintage 
sound — without the excessive price tag. 

ARES 

The Antares Microphone Modeler has 

just won the prestigious Mix Magazine 

Technical Excellence and Creativity iTECl 

I Award for Outstanding 

Technical Achievement 

in Signal Processing 

REALLY COOL STUFF FOR MAKING MUSIC 

EVERPACK BUNDLE 

From tube warmth to stereo 

enhancement to the new 
Z»room reverb, there's no 
other way to get the smooth 
sound produced by these 

classic MAS plug-ins. 
For more info: 
www.duy.com. 

All trademarks aœ the properly of their respective owners References to specific microphones are intended solely to rientrfy the microphones analyzed 
in the development of the dignai models and do not in any way vnply any association with or endorsement by a specific microphone s manufacturer 

Sweetwater 
music technology direct 

www.sweetwater.com 
Voice: (219) 432-3176 * Fax: (219) 432-1758 • Email: sales@sweetwater.com 

5335 Bass Road • Fort Wayne, IN .46808 
OOO Sweetwater me 
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MOTU AUDIO SYSTEM 

BIG KMOBS SOUN BIG 

■airchild™ 660 

¡AIRCHILD H0OCLM 

2000 
»Wl 

The Pultec equalizer provides smooth, sweet EQ and an extremely high 
quality tube audio signal path. Use Bomb Factory 's meticmlously-crafted 
replica anywhere you'd use the original: on individual tracks, critical 
vocals, or even across a stereo mix for mastering applications. 

Re-introducing the undisputed champion in price, weight and performance; 
theS35í0O,1OO-pound, Fairchild compressor. Bomb Factory s no-compromise 
'eplica captures every nuance of the studio classic. But unlixe the original, 
•t’s affordable enough that actual musicians can afford to own one. Heck, 
run a dozen at once — even in stereo. 

INPUT GAM T-4CSMOJ) FX CONSTANT 

JEW BOMB FACTORY PLUG-INS FOR MAS 
V-'r' 

essentia I* 
-

JOEMEEK™ Compressor JOEMEEK™ Meequalizer 
Joe Meek 
prototyped musical 
circuits in tiny 

tobacco tins. One or 

s # 
them was a treble and bass circuit used in conjunction with a sweepable mid 
control. The Meequalizer recreates the exact circuit used by Joe Meek, offering 
simple controls and incredibly warm, musical results. Use it on mono or stereo 

Add a little magic to your mixes with the JOEMEEK SC2 Photo 
Optical Compressor. In use by top producers the world over, 
JOEMEEK compression is the secret weapon that gives your 
sound the character and excitement it deserves! 

moogerfooger™ 
Analog Delay 
The moogerfooger Analog Delay is simply the coolest 

(and warmest!) delay in the digital domain. Due to 
component shortages, fewer than 1,090 "real world" 
versionsexist! Bomb Factory- snagged serial #1 and, 
as always, meticulously modeled every detail of Dr. 
Moog's classic analog design. Wait until you hear it! 

moogerfooger™ 
12-Stage Phaser 
The moogerfooger 12-Stage Phaser combines a 6 or 
12 stage phaser with a wide-range variable LFO. Start 
with subtle tremolo or radical modulation effects, then 
crank the distortion and resonant filters for unbelievable 
new tones—all featuring classic MOOG® sound. 

Tel-Ray™ Variable Delay 

In the early 1960's, a small company experimented with 
elecronics and technology. When they came up with 
something great, they would 'Tell Ray' (the boss). One 
invention involved a tuna can, a motor, and a few tablespoons 
of cancer-causing oil. The creation: an "Electronic Memory 
Unit.” A technology, the were sure, that would be of great 
interest to companies like IBM and NASA. Though it never 
made it to the moon, the killer technology that gives Tel-Ray 
its unique sound was licensed by most every major guitar 
amp manufacturer. Ad-N-Echo™to any voice or instrument 
using the Tel-Ray™ Variable Delay. It provides lush delay, 
amazing echo, and warms up your tracks and mixes. 

CIRCLE 54 ON FREE INFO CARD 

Sweetwater is an authorized Apple VAR and MDÏU specialist 
Froniyour Mac,Io your M0TU audio system, 

totee lifetime tech support, we make ft easy for you. 300- 22-4700 
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Winning the battle of the bits 

Finally, The Neu Millennium 
Well, the real Millennium is finally just around the 
corner. As far as I can tell, there was no year 
zero. Nobody started using zero as a number 
for something until the advent of computers. If 
the first number you counted was zero, then you 
could actually store something at that address. 
A byproduct of this counting scheme has led me 
to a hotel in Key West. The hotel’s address is 
Zero Duval. Right on the water. The computers 
at the Post Office handle the address just fine. 

Actually, there are other uses for zero. My wife 
says that is exactly what I am getting for Christ¬ 
mas. One of my favorite actors was named Zero 
Mostel. Mitsubishi made the Japanese Zero. The 
coldest temperature in the universe is Absolute 
Zero. I asked my bartender how much Russian 
Vodka he had left. He replied “Absolut, zero!” 

Bits, Bits, Bits 
My wife says all I do is bits. It’s 20 bits this, 24 
bits that. I mean, what’s the floating point? Just 
when you thought it was safe to abandon your 
trustworthy analog recorder for digital audio, the 
bit wars begin. It is as bad as the ballot re¬ 
counting in Palm Beach County. 

I look at bits like automobiles. The nice 16-bit 
models cruise along pretty good, top out at the 
44.1k speed limit, and get very good mileage. A 
tank of bits (hard disk space) can get you through 
a whole album’s worth of mixes, including all of 
the various versions with vocals up and down. 

You go to the showroom to check out the new 
hot rods. Twenty-four bits of power with a top 
speed of 96k. You pop the extra cash for this 
baby and drive it home. After a week of driving 
it around the block, you invite your buddies over 
and take it for a spin. Running at top speed with 
all the extra bits of power, the tank empties in 1/3 
the time it did with your old machine. You didn’t 
count on that extra expense, but you go out and 
buy extra hard disks to avoid running out of road. 
Then you notice little burps every once in awhile. 
It turns out that your bit pump can’t keep up with 
the new demand and you have to spend more 
money on a hopped-up SCSI accelerator. 

On your last project you only needed 57 
tracks to record everything. Way under the top-
end limit of the 16-bit, 44.1 k machine. You check 
the page in the manual for the 24-bit/96k setup 
and find out that you have a maximum track ca¬ 
pacity of 24 tracks at 96k. There is no back seat 
in this hot rod. You will have to leave some of 
your buddies behind. Not enough tracks. 

Now you're a little wiser. You had your fun in 
the new speedster, and you are looking at 
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pictures of next year's 32-bit/192k models. You 
ponder the shelf full of awards you won with your 
new album and wonder if it was all worth it. Yup. 
Been there. Done that. You go out to the garage 
and pull the bicycle off of your old 16-bit beau¬ 
ty and dust it off. “Well,” you think out loud, "we’ve 
had some good times together. I’ve learned a lot 
from this machine. The new 24-bit machine is 
nice, but maybe the 96k is pushing it. I could 
save 50% on my hard disk bill by just keeping 
my foot off the (SCSI) accelerator. And I’ll have 
room for all of my buddies on the next project.” 
You walk back into the house smiling. 

The Migration 
I’m talking about migration from 16-bit to 20-bit 
or 24-bit recording. Let’s say that you've been 
recording on 16-bit black-face ADATs for the 
last year, slowly getting your first album project 
together. You see a good price at your local mu¬ 
sic store on the new 20-bit ADAT. You decide 
to upgrade to three of the new machines. 

At this point you have two choices. You can 
keep your project at 16 bits and work on the new 
machines, or you can start working at 20 bits. I 
would opt for the 20-bit path myself. Everything 
you already recorded will still be 16 bits, even af¬ 
ter transfer to 20-bit tapes, but all of the new 
recordings will be 20-bit. The overall fidelity of the 
final mix will be better even though all of the 
tracks were not 20-bit to start with. 

The same principle applies when transferring 
from 16-bit TASCAM to 24-bit TASCAM machines, 
or when transferring from 16-bit or 20-bit record¬ 
ings into a 24-bit DAW. Make sure the destination 
is set up for the higher resolution. For ADAT, the 
tapes would be formatted to 20-bit, for TASCAM, 
the tape would be formatted 24-bit, and for Pro 
Tools, the session would be opened at 24-bit. 
Place the source tape in its machine and connect 
the source machine to the destination machine 
digitally through the necessary cables. 

If there’s timecode involved, then transfer the 
timecode from the source machine to the desti¬ 
nation machine. If there will be more than eight 
tracks of information to transfer, do the transfer 
with the machines synchronized to timecode. 
There are boxes that will easily synchronize dif¬ 
ferent brands of machines. One of these may be 
necessary to transfer from ADAT to TASCAM or 
from tape to DAW. For ADAT to ADAT or TAS-
CAM to TASCAM transfers, absolute time lock will 
be satisfactory to sync the machines. You must 
still connect the timecode tracks and transfer that 

► continued on page I3I 



With its exceptionally smooth frequency 

response, remarkable clarity, and unparal¬ 

leled comfort, it virtually speaks for itself. 

It's reassuring to know, of course, that 

everyone else seems to agree with what it 

has to say. 
stereophile class 
RECOMMENDED COMPONENT 

QT¡ SENNHEISER 
—/_ S' '  . 

Sennheiser Electronic Corporation, 1 Enterprise Drive, PO Box 987, Old Lyme, CT 06371 
Telephone: 860-434-9190 • Fax: 860-434-1759 • TTY: 860-434-0509 • Web: http://www.sennheiserusa.com 

Sennheiser Mexico: Av. Xola 613, PH6. Col. Del Valle 03100, Mexico, DE Telephone: 1525) 639-0956. Fax: 1525) 639-9482 
Sennheiser Canada: 221 Labrosse Ave, Pte-Claire, PQ H9R1 A3. Telephone: 514-426-3013. Fax: 514-426-3953 

Manufacturing Plant: Am Labor 1, 30900 Wedemark, Germany 
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motu usb midi interfaces 

now available for windows 

MOTU 
motu.com 

CIRCLE 36 ON FREE INFO CARD 




