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KEYBOARD
* 512 Programs/512 Combinations
* User sampling w/graphic wave editing
* 5 Insert/2 Master effects plus 3-band EQ
* Feature-packed 16-track sequencer
* Dual polyphonic arpeggiators
* User-Installable PCM, MOSS and SCS| options
* 61, 76 and 88 key versions
RACK
* Same sound/sampling/FX/arp power as the keyboard
* 8 user-instailable PCM expansion slots
* Up to 96 Mbytes of sample RAM
* Room for over 2000 Programs/1600 Combinations
* Playback sequencer
* S/POIF digital /0
* Optional ADAT & mLan digital /0

€001 Kp? USA. For your Korg dealer: (800) 335-0800. Faxback info: (831) 383-8530
Doc # 3502 & 3503. www.korg.com. Order the Video User's Gulde for $14.85.

Bold. Inspiring. Built to last a lifetime.

For scores of today’s top artists, the -
TRITON series is the cornerstone of
musical creation. Both the TRITON
keyboard and rack feature Korg's stunning
Hi synthesis and effects, superb sampling,
and intuitive sequencing. Add to that PCM @
expansion boards and our powerful MOSS /
synthesis expansion options and the TRITON
series stands up tfo it all. The best sounding
and most musical workstations available.
Today. Tomorrow. Forever.
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“REASONS NOT
T0 BUY A MACKIE
D8B...ZERO.”

—Roger Nichols, E) Magazine

PLUS 3 MOREREASONS T0 GO FORIT. e

FREE UPGRADE!
NEW 0S 3.0 ADDS
OVER 30 NEW FEATURES!

Our Programming Department has been chugging the double . |
lattés to create Mackie Realtime OS™ Version 3.0, packed with ANI‘%RE S nsp PI'“G INS'
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

0S Version 3.0
NOW SHIPPING!

Download direct from www.mackie.com

Antares’ Auto-Tune for tre 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.

as de-essing Fully automatable.
* 3rd-party plug-ins via our new UFX card. Up to 16 simultane- Massenburg Parametric EQ. MDW
ous plug-ins on the first 48 channels, pre or post DSP, pre-fader M 52, bur 22 High-Resolution P . i
\ via up to 4 UFX cards. Each plug-in is available twice — ))D SignW 2 A e R o

DeSIgnWorks plug-in from Grammy-winning engineer/

producer George Massenburg. Mono/stereo EQ
at 96kHz sample rate for unprecedented clarity
and high frequency smoothness.

once when tracking, and again at mizdown!
* Multiple Undo List — 999 levels!
* New Snapshot libraries.

i * 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 255 samples
to the signal at the pre-DSP (dynamics / EQ ) point in the

signal path. . harmonies and pitch correction in an easy-to-
* New surround capabilities including depth-of-center use interface. A free demo is built-into the

control (LCR mixing with divergence), multiple surround panner igital 8

window,(individualgLFE o ' l)' 07"“"{(72‘5'!: ~ ooty (;f,gse,(no?inr:?wcﬂfd
* Multiple direct outs per channel. .vamiw,moh'f“m“ ‘ B leader in vocal processing.
* Optional level to tape fader control. £ :
* Assignable, bidirectional MIDI control of all parameters. the D8B UFX card) provides Reverb | and

* Cross patching allows substitution of channels between Reverb 2 algorithms from the renowned TC

vartous banks. gi “ LL&LJJ | Electronic M2000 Studio Effects Processor.
The list of top engineers and producers who use the — unmum:;- |
1993 TEC AWARD

award-winning Mackie Digital 8 * Bus is growing daily.
WINNER!
\ 4
N o

For info on the D8B, new UFX and Optical 8 cards,
anttos i

Drawmer ADX100 includes their industry
standard frequency conscious gating, plus
compression, expansion and limitirg.

IVL Technologies® VocalStudio
provides real time vocal doubling, multi-part

TC Electronic Reverb (bundled with

3rd-party plug-ins and how D8B owners can get their
free OS upgrade, visit www.mackie.com or call your

local D8B dealer. _gé‘

Normally we don’t name competitors in our ads. But in this case

Mix Magazine published the other nominees for the 1999 TEC

D oty g B Award for Outstanding Technical Achievement in Small Format
Consoles: Allen & Heath's GS-3000, Digidesign’s ProContral,

77/5;5/ Systons
DIGITAL MaCXDIDS Panasonic’s WR-DAT, Spirit's Digital 328 and Yamaha's

AT OUR FACTORY N . 01V, Thanks to alt who helped us win this prestigious award.
VML WS www.mackie.com - 800/258-6883 PRI s AN

Digatal 5+Bus  mounpamon
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€EDITORIAL

Quest for the Best

E VOL. (2, NO. 4 = APRIL 2001
EDITORIAL
MITCH GALLAGHER

The other night | had the pleasure of attending a panel discussion on
surround sound presented by Dolby Labs at the Hit Factory studios.
I've made a few forays into the world of surround mixing myself, and
was interested to hear where the discussion would lead. The panel was
stellar: Frank Filipetti, Phil Ramone, and John Kellog from the produc-
tion world, and Wendy Carlos and three members of Blue Man Group
representing artists and composers — all highly articulate and rational
speakers. The combination was intriguing; normally these kinds of dis-
cussions tend to lean toward the tech-y side. But this time out, the top-
ics stayed firmly on the creative side. The artistic passion expressed by
the panelists was truly inspiring — these are people who have seen
potential for surround production as an artistic palette.

But not everyone was so firmly committed. In fact, there were sev-
eral nay-sayers in the audience who clearly felt that surround sound is
more of a marketing ploy than an expanded expressive medium. And
that's okay — dissenting views provide a reality check as well as an
opportunity for those on the other side to really think through why
they’re such strong proponents — a chance to look past the “gee-whiz™
and find the substance.

There was also, as is to be expected, discussion of the “right” way
to do surround, especially how to deal with the LFE and center chan-
nels — not that anyone claimed to have the answers. The center chan-
nel discussion quickly dissolved into the expected camps: those who
use it in their mixes, and those who don't. The reason for this is the
question of whether consumers will have five equal speakers, and thus
a center channel transducer capable of reproducing the desired quali-
ty, or if (as is more common) they'll have a center channel speaker
that's compromised compared to their left and right speakers.

It really comes down to whether you're creating with the current low-
est common denominator in mind, or if you’re willing to allow some lis-
teners to hear the end results in a manner less than faithful to the orig-
inal concept.

My opinion is, if you're going to go for it, go for the finest production
you can. If that means assuming the listener has five equal speakers,
then so be it. If the consumer chooses not to use five equal speakers,
that's their prerogative. As Wendy Carlos pointed out, when an artist
paints a picture, he has no guarantee that it will be displayed with prop-
er lighting or in an ideal environment. Fortunately, our medium allows
for a continually rising lowest common denomina-
tor — one of the benefits of an art that relies, to an
extent, on technology. The hope (and expecta-
tion) is that, as time passes, consumers will “catch
up” with the ideal, and your music will be there,
waiting to be enjoyed in all its glory. The alter-
native is to forever have your productions
optimized for a compromised system —
not a viable alternative in my mind.

—Mitch Gallagher
mgallagher@uemedia.com
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- IN SEARCH OF NATURAL
SOUNDFIELDS

Surround sound added another dimension and expanded

our possibilities when creating soundfields. Our passion
as engineers and artists is to create soundfields that put
our audience into the environments we want to project.
Dynaudio Acoustics monitors help us achieve that! Low
directivity and smooth power response combine to
produce a bigger sweet spot, which allows us to build
soundfields that translate to our audiences.

A S ' + - The mountain climber constantly
8 » evaluates the situation while reaching
' W0 forthetop. Every little step is considered
S5 carefully while maintaining the big picture.
He trusts his judgement 100%. So
should we as audio professionals.
Dynaudio Acoustics monitors provide
the transparency and details we need
to judge audio. T —

ITHE BIG PICTURE

- Dynaudio Acoustics monitors feature
exceptional dynamic capabilities and
ultra low distortion. A fine array of
monitors ranging from small nearfields
to big main systems, active or passive,
ensures the right solution for your
application.

F 1

dynaudi fcoustics .

IFIT'S THERE - YOU'LL KNOW IT
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TC ELECTRONIC A/S DENMARK » @ + 45 8742 7000
TC ELECTRONIC INC USA » ® (805) 482 4546 » [Fax] (805) 379 2648
INFOUS@DYNAUDIOACOUSTICS,GOMis iWWW.DYNAUDIOACOUSTICS.COM
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DMX-R100

The DMX-R100 is changing aven the experts’ opinion of what to expect from a compact, affordable digitsl consoie
D M X R ] O O A full input module with a knob for every key function; selectable high sample rate operation: 5.1 surround mixing
and monitoring: and a high resolution touch screen that becomes an extension of your hands. The next thing te do

is go out and hear one for yourself. In the meantime call today and we'll send you a brochure and tutorial CD-ROM
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“What a great machine!”

= Roger Nichols, Grammy Award Winaing Engineer/Producer, www.eqmag.com

“The R100 packs more creative power per sample than most
full size digital consoles.” - sruce Botnick

“Sony clearly broke the mold with the DMX-R100.
A dramatic improvement over other small digital consoles.”

~ John Newton, Grammy-nominated engineer and owner of Soundmirror, Inc.

“We loved it... sonically beautiful and clean...the best small-format console ever...
outstanding performance, execution and design.”

~ Robert Margouleff and Brant S. Biles, Proprietors of Mi Casa Multimedia Inc.

"This is the first digital console of this size that sounds this good.
What goes in comes out. The R100 is right on the money.”

~-Tom Lazarus, Engineer and owner of Classic Sound, NYC

"...pretty fantastic...rave reviews...incredible sonic integrity...and
incredibly easy to learn and operate...a new generation of digital console.”

= Denny Purcell, Award-winning mastering engineer, President - Georgetown Masters

"Sounds great, reliable and easy-t0-use.” - tien smith, Chief Engineer, Soundtrack Boston

; ) [-800-472-SONY ext. DMX

www.sony.com/proaudio




LETTERS TO €EQ

§  PROFESSIONAL

RECORDING
& S0UND \

ALSO
qus dudgeon

WWW.€QMAG.COM

'IIUCTS

Bag OTORS REPORT ON ALL MATGST

< CREATING

“ON A GOOD NOTE, MATT SERLETIC SEEMS TO BE THE CLOSEST TO AN ACTUAL POP MUSIC PRODUC-
ER, USING A GOOD COMBINATION OF REAL AND SYNTH INSTRUMENTS”

— AN GRAHAM, SMALL DOG 5TUDIO

MEDEA FRENZY

| read Mitch Gallagher's Medéa
AudioRaid review in the February
issue, and thought it was very helpful.
In the review, however, he says that it's
“pricey.” What does he have in mind for
a good price? | would love to know
because I'm about to buy Pro Tools
Mix Plus.
Jayson Valencia
via Internet

[Mitch Gallagher replies: | meant
expensive compared to just going out
and buying off-the-shelf drives — with
drive prices these days, you could get
120 GB for quite a bit less than the
Medea's list price. But even though
you'd have the same amount of storage
space, you wouldn't be getting the per-
formance benefits of the AudioRaid,
which is the trade-off.]

PLEASE, JUST SAY NO

Jim Bordner's column on sound-a-likes
[November 2000] was excellent. | have
faced the same issue, and agree that
the only sensible thing to do is to say,
“'m sorry, but it's way too risky.”
Sometimes, “I'm too busy right now,” is
the solution as well.

One point that the article didn't men-
tion is that most ad agency music rights
agreements contain a little thing called
a “hold harmless” agreement, in which
the composer/music guy agrees to
“indemnify and hold harmless” the

client from all claims arising out of the
produced music. This would, of course,
include copyright claims. Such clauses
often require the music company to not
only reimburse the client if he is forced
to pay damages, but to assume all
costs of legal defense.

Indeed, you may wind up paying for
legal defense costs by the ad agency's
silk-stocking law firm, in addition to
whatever exemplary damages you are
forced to cough up.

I've often wanted to say to clients
putting the pressure on, “Hey, tell you
what, I'l think about it, but first | want a
written contract, guaranteed by you, indi-
vidually, and your spouse — and
secured by a mortgage on your house —
that you'll personally indemnify and hold
me harmless from any judgment against
me resulting from this Iift. And since the
corporate legal department says the lift is
okay, | want an opinion letter from corpo-
rate counsel, signed by him/her person-
ally, which spells out exactly what song is
being lifted, and for what purpose, and
that the attorney is certain that the lift is
not illegal, and that he will also indemnify
and hold me harmless.”

Les Schefman
via Internet

LESS POP, MORE MUSIC

Your December 2000 article on pop
music opened my mind to how little
regard the artists, producers, and
record companies have for the actual
value of music and its artistry, and
more toward the almighty dollar. “We
sold only four million of this song and
gotta go for five on the next” It's
always been that way and will always
be that way.

David Foster's comment on “the
days of going out and playing in clubs
and learning your instrument are gone”
couldn't be more wrong. Every day |
work with new bands whose talent and
dedication amazes me. But the industry
shoves this pop “music” down our
throats day in and day out, leaving no
airwave time for something of value.
These are the bands that deserve a

EQ | APRIL2001,),10

break. David Foster and the other pro-
ducers are not helping the industry real-
ize this goldmine of talent.

Half of these pop artists can barely
hold a note and lip sync their songs at
concerts. Where's the talent in this, and
why is the industry supporting this? If
the artist sells X-million records, the
producer is also acknowledged as
being great. But it all sounds the same
— factory music.

The real question, to me, is, “Why
would these producers ever need a
world-class studio?” It seems to me that
a good mic, synths, and a computer
would do the job. That way the money
wasted in the big studios could be
applied to the bands with talent.

On a good note, Matt Serletic
seems to be the closest to an actual
pop music producer, using a good
combination of real and synth instru-
ments. For the others, let's see them
actually mic up a drum kit and use a
real drummer. Get a real guitar player,
perhaps with a MIDI synth converter.
Play the keys, not sequence them. Lay
some funky real bass down. I'm sure
they can. And write a song that mat-
ters and will be around longer than the
artists' careers. Then | will acknowl-
edge them as great producers.

lan Graham
Small Dog Studio
via Internet

CORRECTIONS

In the February issue's Bonzai Beat col-
umn, Eddie Delena's nickname was
reported as "Booth." His actual nick-
name is "Buttah," which we all agree
makes much more sense.

Also, on page 78 of the same issue,
the Pro Tools studio pictured in the
"Riding The Tidal Wave" article is no
longer part of the Tidal Wave facility.
The studio pictured belongs to L.A. pro-
ducer/engineer Dave Carlock, who was
partners with Greg Ladanyi in Tidal
Wave from fall 1999 to fall 2000.
Currently, Dave and his studio are locat-
ed in Hollywood. You can email him at
davecarlock @davecarlock.com. (]




MX-2424 24-TRACK 24-BIT HARD DISIK RECORDER/EDITOR

MX-2424 Profile:

Steve Levine of Manmade Souls Studios

Steve Levine in his studio with two MX-2424s and an RC-2424

Remote Control Surface. His discography includes records by
Culture Club, The Beach Boys, Ziggy Marley, Quarterflash, Gary
Moore, Honeyz and many others.

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

All copyrights are the property of their respez-ive holders

Producer Steve Levine's golden ears have
been integral to a string of hit records by
Culture Club, The Beach Boys, Ziggy Marley
and many others. The centerpiece of Steve's
new studio? Two TASCAM MX-2424 24-Track
24-Bit Hard Disk Recorders.

When Steve got ready to make the transition
away from tape, he needed a system that
provided the ease of use of tape recording
with all of the creative benefits of nonlinear
hard disk recording. He found that the
MX-2424 offered a no-compromise solution
for the best of both worlds.

With incredible sonic quality, advanced
editing tools, comprehensive built-in
synchronization and the most compatible
hard disk/file format available on any
standalone hard disk recorder, it's easy to see
why smart producers, engineers, musicians
and studio owners have made the MX-2424
the most popular 24-track recorder in history.
For the complete MX-2424 story, visit
www.tascam.com, or see your TASCAM
retailer. You never know...the next MX-2424
profile could be yours.

Coming soon: the new MX-View graphic user interface for
MX-2424. Native Mac/PC versions. Scrolling real-time tracks
with sample-level waveform editing. Onscreen metering.
Multi-machine control. Free for all MX-2424 owners.

TASCAM

a whole world of recording
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'ON THE BOARDS

GETTING A SPACIOUS
LEAD VOCAL
I'm trying to achieve the “‘commercial”
lead vocal sound that not only hits you
dead center, but also gives you a sense
of “spread” on the lead vocal.

—Kyle

Try this: Mult the vocals to two aux
tracks. Put 30 ms of delay on one and
pan it hard left. Put 15 ms on the other
and pan it hard right. This gives you a
nice early reflection and spaciousness
without sounding like an “effect.” | usu-
ally also mult the vocals to a few more
aux channels and put some more
delays (in tempo to the track — one to
eighth-notes, one to quarter-notes,
etc.). VIl add them in just to the point
where you can ‘“sense” that they’re
there without really “hearing” them.
—Jim

SUBTRACTIVE €QING
TECHNIQUES

I'm wondering why subtractive EQing
techniques are better than boosting
techniques. Do they both not introduce
phasing problems?

—dchinsang

Subtractive EQ isn’'t necessarily “better”
than additive; they both have their
strengths. Once you've mastered find-
ing and correcting the odd “spike” or res-
onance (or mode) in a signal, you'll often
find that you need to do a lot less when
you use one or two surgical “dips” rather
than peaks. Also, for a given power
spectrum, a dip has a much lower “Q”
than a peak, and this means you're
hearing less of the EQ (which, for Q’s
greater than about 1.0, start contributing
a ringing) and more of the signal itself.
Additive EQ is certainly as useful as
anything else; you just have to know

€D CHERNEY
BEHIND THE BIG BOARDS

ROGER NICHOLS
DIGITAL RECORDING FORUM

GEORGE MASSENBURG
ASK GEORGE MASSENBURG

DAVID FRANGIONI
STUDIO TECH

when to deploy it. A sharp Q will definite-
ly have ringing, and a musical “sound”
associated with it. Also, | use shelves
wherever and whenever possible; in my
book (which is not to say that others don’t
interpret this differently), they're defined
as having a Q of no more than 0.5, which
means they're very neutral.

Finally (and | know that this is not
going to go over very well), | haven't
noticed that “minimum phase” EQ has
any great advantage over EQs with a
predictable phase shift. | think to what-
ever extent we talk ourselves into
thinking that it's adding some kind of
magic, we might listen harder and
make a better recording, but nothing
more. It's been demonstrated time and
time again that phase shift in and of
itself (not in stereo, or summed with
another signal) is pretty darned hard to
hear. Rather than worrying about inter-
nal phase shift in EQs, I'd spend the
time on trying for better mic positions
and on listening objectively (by far the
hardest work we do) to different EQ
approaches.

—George Massenburg

MASTERING:
BEFORE AND AFTER

Being new to this game, | like to always
have a reference CD that's close to what
I'm working on. However, being that it's a
finished product, my reference has been
mastered. How close should ! try to get to
the finished CD sound? Sometimes
when | listen to a CD | find myself won-
dering if certain things happened at the
mix or the mastering process.

—Hack

It depends on the material you're work-
ing on, and the references you choose.
I've never found a reference that exact-
ly equates to the material I'm working

EQ | APRIEZO0ATITZ

Have a question youd ike answered?
Visit Roger Nichols George Massenburg,
€d Cherney, Al Kooper, and David

Frangioni online at wwuw.egmag.com.

on. I've found that they'll net me an
overall reference point if and when | feel
I'm losing focus, but are never a “road
map” for the music at hand.

Get the mix sounding as right as you
think you can make it sound, then let
the mastering engineer add their spe-
cial touch.

—Fletcher

Another tool you may find helpful is a
spectrum analyzer. See what the
response is of your favorite ref, and try
to mirror that (with everything except
maybe overall level). At least response-
wise, you can get the gist of the direc-
tion they were shooting for.

—Nancy Matter

I would go for as close a match as you
can, especially the overall bass-to-tre-
ble spread. Then print the mix without
the big treble boost; your mastering
engineer has a nicer, sweeter EQ than
you do.

If the ref is a close match stylistically,
check your product against it for things
like vocal to band level, bass to kick
level, etc.

Don’ttry to get it as loud as the com-
petition. A/B your mix with the competi-
tion’s after getting a similar apparent
level in the monitors. Watch out for too
much compression or EQ at the two-
bus!

—Mark Lemaire

CAN EXPANSION UNDO
COMPRESSION?

Ifl come across a CD that I think has had
way too much compression applied to i,
can I undo the compression by using an
expander? Can an expander restore
some of the squashed dynamic range?
—onhwy61

The short, safe answer is that one-
sided expansion (unlike various
Dolby’s, which are bi-directional) falls
woefully short of being able to restore
original dynamics.

—George Massenburg
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It's the ultimate two-track - the world’s first
all-in-one mixdown and mastering system.
With o state of the art hard disk recorder
for over five hours of twortrack audio. And
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for computer recording

WHO NEEDS IT? Anyone who wants FireWire
audio I/O for their computer.

WHY IS IT A BIG DEAL? The 828 is one of the

first available FireWire-based audio 1/Os.

SUGGESTED RETAIL PRICE: $795

CONTACT: For more information, contact Mark
Of The Unicorn at 617-576-2760 or visit
www.motu.com. EQ free lit. #101.

UNICORN 828
WHAT IS IT? A FireWire-based audio interface

We've been hearing about FireWire (a.k.a.
IEEE 1394) and its ability to move data at rates
up to 400 Mbps, but the pro audio world is just
starting to see FireWire applied to digital
recording. One of the new FireWire-based
products is the 828 from Mark Of The Unicorn.
A rackmount audio I/O that interfaces to your
computer for disk-based recording, the 828
includes features that make an external mixer
unnecessary.

The 828 provides eight channels of bal-
anced or unbalanced analog I/O. Channels 1
and 2 employ Neutrik Combo connectors for
mic or line level input; 48-volt phantom power is
available on these jacks, switched from the
front panel. The remaining six channels utilize
1/4-inch TRS connectors for line- or instru-
ment-level input. Each input delivers 40 dB of
gain adjustable in pairs via front-panel trim con-
trols. Converters are 24-bit for a dynamic range
of 105 dB. Optical input and output ports may
be used as eight-channel, 24-bit ADAT light-
pipe, or as a stereo S/PDIF optical I/0. These
ports may simultaneously be used for lightpipe
input and optical S/PDIF output (or vice-versa).
This is useful when a mix requires optical input
from an ADAT, but also stereo S/PDIF optical
output to a mixdown deck. A rear-panel 9-pin
sync input jack ensures sample-accurate audio
transfers with any
device supporting
ADAT sync.

One of the prob-
lems facing users of
hard disk recording is
monitoring latency —
the delay between the
time when a musician
plays a note and when
they actually hear the
% monitor output from
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the interface. The A/D conversion, routing from
the interface through the computer’s software,
and from the software back through the D/A
converters, requires a certain amount of time
— enough to put a musician “out-of-sync” with
the tracks to which he’s overdubbing. To solve
this problem, the 828 incorporates MOTU’s
CueMix Plus for no-latency monitoring. It pro-
vides the ability to select an input via software
and mix that input with the main outputs of the
828 to create an in-sync monitor mix. The result
is that there’s no delay when you “patch
through” a live instrument. This mix is routed
out of the 828'’s front-panel headphone jack, as
well as the main audio outputs on the rear
panel. Independent level pots allow control
over the main out and the monitor out.

Along with ASIO drivers, MOTU ships the
828 with one of the industry’s first WDM dri-
vers, enabling the 828 to act as front-end-com-
patible software (such as Cakewalk’'s SONAR
and Sonic Foundry’s upcoming WDM release
of Vegas) under Windows 2000. In addition,
the WDM driver can emulate Wave driver oper-
ation under Windows Me and Windows 2000.
Also included is MOTU's AudioDesk software,
an audio workstation program for Mac OS that
facilitates recording, editing, mixing, and mas-
tering of projects. AudioDesk also includes
MOTU's PureDSP time-stretching and pitch-
shifting technology, as well as dozens of real-
time, 32-bit effects plug-ins. Users requiring
integrated MID| sequencing are given an
upgrade path to MOTU's Digital Performer.

Additional features of the MOTU 828 include
an internal power supply and a rear-panel
footswitch jack that can be assigned to perform
any two computer keystrokes via the 828's
Control Panel software. Front-panel metering
includes LEDs for signal present on each ana-
log and digital I/O, plus clock status LEDs. =
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Yamaha's tradition of incomparable

value continues with the introduction of the new

MX20/6 and MX12/6 sound reinforcement mixers. Bu'lt ta the same

standards as Yamaha's famous PM touring consoles, these MX models share

6 output busses, 3 auxiliary busses, 7-band graphic EQ and enhanced Yamaha efiects. They differ only in the number
of input channels: 16 mono and 2 s:ereo for the MX20/5 and 8 mono plus 2 stareo on the MX127/6. As for the pricing,
they're just $949 and $649 MSRP, raspectively. Pretty impressive! Once again. Yamzha gives you more for less.

€ YAMAHA

WWW.YAMARA. COM/PROAUL!O

© 2001 Yamaha Corporation of America, Prc Asdio Products. P.O. Box €600. Buena Park. CA 90622
For literature. call (800) 937-7171 exi. 626 or visit us at www.yamaha.com/preaudio
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€uphonix

By Bobby Owsinski

puter.

WHO NEEDS IT? Artists, producers, record
label personnel, and songwriting collaborators.
Anyone who has to hear what's happening in
the studio but can't physically be there.

WHY IS IT A BIG DEAL? It beats waiting for
FedEx to arrive or listening to a mix on the
phone.

SUGGESTED RETAIL PRICE: $235 per month
for E-deck Pro, which includes a Rocket
Network account. E-deck Studio price to be
announced.

CONTACT: For more information, contact
Euphonix at 650-855-0400 or visit
www.euphonix.com. EQ free lit. #102.

€-DECK & LISTEN-IN

WHAT IS IT? E-deck enables audio files to be
accessed and auditioned anywhere in the
world via a secure server and a personal com-

Did you ever have to spend unproductive time
waiting around for the artist, producer, or A&R
person to show up to approve a mix? Or,
worse, have to do a mix over again because
someone in the band was out of town and
couldn’t be at the session? If so, the new E-
deck from Euphonix may soon put an end to
those problems by bringing the studio as close
as an Internet-configured computer.

Although primarily known for hardware such
as the R-1 digital recorder and CS-3000 and
System 5 consoles, Euphonix has teamed with
Rocket Network to produce a software product
that could have significant impact outside tradi-
tional recording studio boundaries. In a nutshell,
E-deck enables audio files of mixes (from stereo
up to 5.1 surround mixes) to be accessed and
auditioned anywhere in the world via a secure
server and a personal computer. Better-than-
CD-quality playback is provided, with PCM
stereo capable of up to
24-bit/96 kHz, and 24-
bit/96 kHz DVD-Audio-
quality 5.1 surround
mixes available. WAV,
AlIFF, MP3, and
Windows Media files
are supported; future
audio formats can be
supported through
decoder plug-ins.

Here's how it works:
In the studio, mix files
are recorded, encod-
ed, and then uploaded
to a secure server on
the Internet using the
E-deck Studio module.
In order to retrieve and

EQ | APRIL2001 | 16

audition these mix files, the artist, producer, or
A&R person simply boots up a standard PC with
any soundcard and an Internet connection, logs
on using an access code, downloads the files,
and chooses the mix to listen to using E-deck
Pro. (E-deck uses ASIO drivers for soundcard
compatibility.) Mixes can then be moved directly
to a record label or manufacturing facility for
archival and production.

Although E-deck is intended to be an audio-
only application, it's also possible to send large
graphics and text files, allowing these types of
files to take advantage of the security features
as well. A byproduct of E-deck Studio is that the
engineer can also create better-sounding MP3
files (if needed) thanks to the high-quality
encoder engine.

Yet another feature of E-deck is a function
known as “Listen-In.” Listen-In allows real-time
remote monitoring of a live studio session in
progress through a password-protected section
of the software using Windows Media Server
technology. This means that a producer, collabo-
rator, or (heaven forbid!) a record company per-
son can hear exactly what's going on during a
session without being there. The recording studio
sets up a “Listen-In” broadcast session and you
simply log on to hear what’s happening. Listen-In
requires a high-speed connection to operate, and
while it's not quite CD-quality, it's more than suf-
ficient for near-critical listening (about the same
as FM radio).

Pricing for E-deck Pro is structured in a manner
similar to that of a cell phone; you pay a standard
monthly fee of $235 for online storage capable of
holding about 25 CD-quality mixes. If you exceed
that amount, you pay more. That works out to less
than $10 per mix — obvious savings compared to
the cost of sending a DAT or CD via FedEx! =
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hy put ultra-precise, tweakazoid

audiophile XDR“'mic preamps on
sound reinforcement consoles?
Because live performers deserve
good sound, too. Especially when
our new design also has the best

M Trim control with 60dB mic gain &
10dB “virtual pad” handles anything from
a timid vocalist to a rilly big kick drum.

Six separate Aux Send
Masters each with
its own Solo.

NEW 244 & 37°4-VLIPRO SR MIXERS, .

WITH PREMIUM XDR™ MIC PREAMPS. | -

RFI protection of any mixer on
the market. it took several years of
hard work to design a mixer preamp
that could beat $2000-a-channel, eso-
teric outboard mic preamps in inde-
pendent listening tests. But we did

— Stereo Aux Return 4 Master

can be assigned to Buses 1-2 or 3-4.

— EFX to Monitor lets you send ditferent

effects or effects levels to stage monitors
without screwing up your main PA mix.

i Easy level setting with In-Place Stereo

Solo. Just solo a channel & adjust the Trim

— | ‘til the meter flickers at the Level Set arrow.

—M 60mm log-taper
faders allow linear gain
control and are super long-
wearing to resist dust, moisture
| and general road crud.

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

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

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

——M Constant loudness pan control.

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

-l Separate Tape Return level control.

Global Aux Return Solo switch.

———————1ll Separate Solo section with level control,

global AFL (post fader) or PFL (pre-fader)
mode switch & Aux/Sub Solo LEDs.

——fll Separate Talkback section with level

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

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

LM Each Submaster bus has Solo switch, Pan

control and Left/Right assign switch.

~———— @ Air EQ adds crispness and definition

to high-end without boosting ear-faliguing
8kHz-10kHz range.

NEW 244 & 32+4-VLL PRO MIKERS

B 4-bus design with 20 or 28 mono mic¢/
line channels with XDR™ mic preamps
and 2 stereo line channels

B New high-performance 2068 op-amps
B Muted channels can be soloed!

M 6 individual aux sends per channel

B 4 master stereo aux returns

B Inserts on all mono mic/line channels
B 3-band EQ w/swept mid on mic/line chs.
M 4-band fixed EQ on stereo line channels
B 60mm long life logarithmic-taper faders
M 6 aux send masters with individual solos
B 4 stereo aux returns w/EFX to Monitor
B i6kHz Air EQ, pan and solo sub buses

B Double-bussed subs for easy multi
tracking with 8-track recorders

* 1.S. suggested retail price. ©2000 Mackie Designs Inc. Ali Rights Reserved. “Mackie” and tt
Running Man figure are registered trademarks of Mackie Designs In¢. VLZ & XDR are trademar

Mackie Destgns."Could | have more of me in the mix?", “I loaded in. YOU load out

1t's u free gig but

we'll get lots of publicity” and “Can | borrow a pick™ are trademarks of heing a musicran

CIRCLE/S8'ONFREE INFOCARD
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it. You'll enjoy more warmth, detail
and headroom than has ever been
possible with even the most presti-
gious mega-consoles. Plus less noise,
and total freedom from potential hot-
patching and short circuit damage,
and flat frequency response regard-
less of mic/cable impedance.

LOADED WITH LIVE SOUND FEATURES.

The new 32¢4-VLZ PRO and
24#4.VL7 PRO are designed to make
live sound mixing easier: You can
solo a muted channel. Effects to Mon-
itor lets you “fold” effects back into a
stage monitor mix without affecting
the main PA sound. There's a sepa-
rate talkback section with its own mic
preamp. Separate tape inputs with
level control and routing to main mix
make playing music during breaks
easy. And typical Mackie touches like
18dB/oct. Low Cut filters, Rude Solo
Light and fast level setting via in-
place stereo solo make these mixers
awesome values.

CALL, E-MAIL OR SURF FOR MO’ INFD.

We'll send you our jumbo product
brochure complete with hook-up dia-
grams — and a serious, graph-and-
equation-loaded White Paper on why
XDR technology beats the cables off
anybody else’s mic preamps.

Better yet, visit a Mackie dealer,
check out the 24#4-VLZ PRO and
32¢4-VLZ PRO. You'll hear just how
good a “live” mixer can sound.

Www.mackie.com~300/238-6883
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October 5, 2000 \
Conway Recording Studios, Studio C 9£ \
Hollywood, CA
Dave Matthews Band N
Everyday o
Dave Matthews playing electric guitars for the song, “I
Did It"
Glen Ballard

Karl Derfler ‘P/r
Scott Campbell m
John Nelson
e CA
SIGNAL PATH B

Karl Derfler says, “For the main rhythm part of the song, Dave was

using a black six-string ‘Jerry Jones’ baritone guitar. For the cho-

rus, he used Glen’s '79 Fender Strat. Both were played through

Glen’'s Matchless head and speaker cabinet. For mics, | used a —

combination of a Sennheiser MD409 and a Shure SM57 going

through Neve 1084 preamps. Everything went to Pro Tools.” f
Before they stepped into Conway, Scott Campbell was at e

Glen’s home studio, Aerowave, on October 2nd. recording a writ-

ing session for “I Did It.” They ended up keeping the main guitar

on the master track as part of the guitar sound. Scott explains,

“The Jerry Jores baritone guitar was plugged into the HC30 W

Matchless amp. going through a single 12-inch Matchless cabinet

with a Shure SM57. That went to a Euphonix CS3000 mic pre.

Insert out, right into Pro Tools.”

|
MIC POSITION ’ﬁ"

According to Karl Derfler, “We were using a close-miking tech-
nique; they were positioned about a half-an-inch off the speaker D
cone. The '57 and '409 were butted up to each other, side-by-

side. | was going for a very present tone, so | wanted little ambi-
ent interference and just a very up-front, in-your-face sound. |
used the combination of these two dynamic microphones
because | find that, combined, | get a true representation of the
amplifier's sound. The trick is making sure that the phase rela-
tionship between the two mics is perfect.”




MASSIVE PASSIVE STEREO TUBE EQ
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A PICTURE IS WORTH A THOUSAND WORDS... Craig ‘HUTCH’ Hutchison designed these

Perhaps, but would photographs of our monsters... The MASSIVE PASSIVE
Variable Mu or VOXBOX have created their is a two channel, four band equalizer,
successes alone? with additional high pass and low pass
You have to hear this gear. You have to use filters. *“Passive” refers to the tone
this gear. Put your hands on the knobs and shaping part of this clever new EQ
crank ‘em. design not using any active circuitry.
Engineers who have already gotten hold of Only metal film resistors, film
the MASSIVE PASSIVE have told us: “Why capacitors and hand-wound inductors
does it make everything sound so much sculpt the sound, kinda like a Pultec EQ
better?”, “It’s organic and orgasmic.”, “It’s a on hyper-steroids. Super-beefy, hugely-

” “"

X R v
f%i#tking powerhouse.”, “It’s unlike any other — high-headroom Manley all-tube make-up

EQ.”, “This is IT. The sound I've always dreamt of gain amplifiers deliver your tunes into the
but couldn’t ever get until now.” next realm. You'll need to experience this.
GOT THE PICTURE? Contact us for your nearest authorized MANLEY dealer.

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

http://www.manleylabs.com
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Scott Campbell adds, “For the demo session, | had
the ’57 not quite touching the grille cloth — you could
slip a piece of cardboard in between the grille cloth
and the mic. The mic was aimed straight on at the
center of the cone. | find that | usually capture a gui-
tar sound with character with that position.”

PROCESSING
Karl Derfler explains, “The bridge guitars are interesting
because basicaliy what Dave did was hit a chord, which
| put through a 2C1 Drawmer gate. | fed a metronome
— like a sixteenth-note click-track — to the key input of
the Drawmer. When he hits the chord, the gate is keyed
by the click-track, and you get this little da-da-da-da
sound without having to actually play sixteenth-notes or
whatever So you get this tremolo effect in perfect time
with the song. For the bridge, we had three guitar ampli-
fiers running simultaneously. | would let Glen pick which
combination of amps he liked. We had the Matchless, a
Vox AC30, and a heavily modified Marshall head with a
Celestion-loaded speaker cabinet.

“After we did the performance, | used the auto-pan
plug-in in Pro Tools to do tight, in-time auto-panning.
It just moved across the stereo spectrum constantly.”

TRACK NOTES
Karl Derfler says, “Glen and Dave did the demo of this

song with Scott Campbell at Aerowave in Encino on
Cctober 2nd. That was our template that we used to
build the song around. So we kept that original demo
main guitar track on ‘l Did It.’

“Dave is known for his acoustic guitars, but he
played electric on this. My knowledge of it is that
when Glen and Dave were writing, Dave picked up
the baritone guitar and just started playing it — he
really enjoyed playing that guitar. This song was writ-
ten around the baritone guitar —there’s a lot of bot-
tom end, which is why there’s such incredible depth to
the sound of the song.

“Originally we set up the guitar amps in the room
justlined up, with no baffles between them, and some-
how we were getting this strange, boxy, nasty tone —
it was very unpleasant. That night | asked [assistant
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engineer] John Nelson to find big foam baffles
and put them between each amplifier for isola-
tion. | didn’t want to put the amps in boxes; |
usually don't like that sound. We used these
giant one-foot-thick foam baffles, and the
sound of the guitars really tightened up. | also
had more control over each amplifier.

“As far as recording to Pro Tools is con-
cerned, for producers and artists, it's the most
wonderful production tool. It gives you such a
wide palette, sonically and arrangement-wise.
We'd fly things around or make arrangement
changes so easily, which you can’t do in the analog
world without major effort.”

Elaborating on his October 2nd session, Scott
remembers, “Dave loves the baritone guitar. We
weren’t necessarily looking for a particular sonic qual-
ity; it was more of what inspired him: What instrument
is he going to come up with great riffs on?

“At Aerowave, the Matchless is always wired up
with the ’57 on it; it comes up normalled to the con-
sole. We work really quickly, and a lot of times that's
our guitar sound.

“l think the Shure ’57 is a great mic for a lot of
things, especially electric guitars like on ‘I Did It." I've
miked them with other things, but the ’57 is a good
standby, especially for that dirty guitar with a little
swagger in it — it really works well.

“The reason | used the Euphonix mic pre is
because it has a lot of headroom; it can handle a lot of
signal without clipping. In using Pro Tools, I've noticed
you're dealing with a different gain structure than ana-
log tape. You tend to drive equipment harder, so |
need the headroom. We did this song very quickly
without a lot of thought — just went with our gut and
treated the recording process as a performance. |
think it shows — the final record has a vibe that we
originally started with in the demo stage. When work-
ing with Glen and Dave, speed is always of the
essence. It's got to be done immediately. | developed
my own templates for everything, and | just had to get
it done like that because they were in the flow.

“Regarding Pro Tools versus analog, the thing that
makes the song sound good is not the format, it's the
key it's in, the tempo, the arrangement, and the ener-
gy that the performer is putting into it. The reason that
we use Pro Tools is because it's very quick in the writ-
ing stage. You put an idea into it, make an arrange-
ment, do some quick editing on it, and get your final
arrangement together. | think it sounds great.”

So how do they keep up with the lightning pace?
“During the sessions, Rachel [Ballard’s assistant]
made these killer margaritas — the recipe was hand-
ed down from an Eagles’ drum tech. They’re called ‘6-
6-6's.’ | can't tell you the recipe — it's a secret.” =
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I{evin Page

€Q questions an up-and-coming engineer

bg Howard Massey

Memphis’s House Of Blues studios has long been P
the stepping-stone for great talents, so it's no sur-
prise that staff engineer Kevin Page is rapidly build-

ing a reputation as one of the top up-and-coming talents in the

recording world.

Page’s duties at HOB include everything from setting up ses-
sions for outside engineers and producers to “driving the bus”
himself. He comments, “Working different styles of music has
really helped train my ears and has taught me about the common
ground between the various musical genres. A typical week for
me could mean 80 to 100 hours of work, but it flies by so fast that
| really need more time in the day.”

EQ: How did you land your current gig?

KEVIN PAGE: While interning at House Of Blues, | needed to
make some additional money. A local contractor provided me with
some early morning work so | could be at the studio in the evenings
— even all night long! One 110° day, they called me off the studio’s
black tar roof and threw me into my first second-engineering gig. It
was sink or swim for me, but | swam my nervous butt off!

How did you get started in engineering?

| was raised in a suburb of Detroit, listening to my dad's rock 'n’
roll band rehearsing in the basement. That, and listening to the old
eight-tracks playing on his stereo, is where | developed my love
for music. | never wanted to be onstage, but | always loved creat-
ing music, and that’s what led me to engineering. | started out at
Full Sail in Orlando. Then | went on to intern at House Of Blues
Studios in Memphis; I've been there for seven years now.

Who are your heroes in engineering and record produc-
tion?

George Martin, Bruce Swedien, Berry Gordy, Quincy Jones,
Mutt Lange, Hugh Padgham, and Don Was.

What are your favorite current recordings, and why?

| tend to listen to the genre of music that I'm working with at the
moment. When | was working with Downpour, | was hooked on
the sonic qualities of the A Perfect Circle record. That record
sounds really amazing — it hits hard but doesn't hurt. Right now
I'm really getting into Reuben Blades’ Tiempos. | love the way all
of the different ear candy lays together in the mix.

What's the coolest recording technique you’ve discovered?

Keep every tracking vocal. | engineered a project for producer
Malcolm Springer, and he made me keep them all. It was amazing
how those tracks smoked the overdubbed vocals we attempted.

What’s the best advice anyone ever gave you?

Producer Greg Archilla once told me, “Hang your feelings up at
the door when you walk into the studio. Don't take it too personal-
ly.” That advice has kept me from losing my mind many times! = oo




Flex your audio editing

muscle with Medéa’s new

AudioRaid scsi disk arrays. The

line-up includes 2 and 4-drive desktop models

and dual-channel rackmounts—all optimized for digital audio workstations (DAWSs).

AudioRaid supports mixing of up to 128-tracks of 24-bit/96 kHz audio and offers storage

capacities to 240 gigs! Full compatibility with the leading DAWSs plus a 5-year warranty makes

AudicRaid a real heavyweight. And since AudioRaid appears to your DAW as a single

SCSI diskdrive, configuration is no sweat. Best of all, at the industry’s lowest price per gig,
AudicRaid is all gain and no pain.

Performance. Reliability. Value.

Medéa

888-BY-MEDEA

www.medeacorp.com
Desktop and rackmount models available From outside the U.S. (818) 597-7645
CIRCLE 25 0N FREE INFOICARD




Burn audio CDs
and archive data
using the optional
VS-CDRII or
CD-Rack.

b ¢

A VGA output confirms | e 919 (TR it

playlist. mixer settings,

routing and more using “._““

an optional computer
monitor.

Left Brain

24 tracks

24-bit/96kHz

Motorized faders

384 Virtual Tracks

8 XILR, 16 1/4” TRS inputs

Mouse and PC keyboard inputs

VGA “Information Display” output

8 stereo/16 mono effects processors*
“Drag-and-drop” editing on LCD using mouse
64-channel mixer w/individual dynamics
2 R-BUS ports for 16 ch. digital 1/O
Phrase pad playback w/sequencing
Audio CD-burning capability™
SMPTE and Word Clock input

f *With optional VS8F-2 Effects Expansion Boards
**With optional VS-CDRIl/CD-Rack CD Recording Systems
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V§-2480 back panel The AKG C30008: the perfect ;
input source for the VS-2480's
COSM Mic Modeling effect.



Right Brain

Wow.

What were we thinking when we created the new VS-24807 It's pretty obvious. Oniy the best of the best workstations over.

With 24 tracks to give you all the room you need to take your music anywhere it wants to go, without having to build a
studio to get it. And drag-and-drop mouse editing on the LCD to make operation easy and intuitive. Check it out for yourself.
Because once you get your hands on it, you'll only have one thing on your mind.

& 2* :
VS-2480 24-track Digital Studio Workstation [e=R0Oland
""""i?":n Call (800) 386-7575 for the VS-2480 demo video ($5.00) Roland Corporation U.S., (323) 890-3700 www.ralandus.com

FaxBack Information: (323) 890-3780 (Doc.#10522). Specifications and appearance are subject to change without notice.
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ROOM WITH AVU

ched at NMatter@earthlink.net.
oonlight Mastering Web site at




PHOTO BY EDWARD COLVER

By Howard Massey and Steve La Cerra

Moonlight Mastering

Nancy Matter masters the art of mastering

STUDIO NAME. Moonlight Mastering

LOCATION: Burbank, California

KEY CREW: Nancy Matter

CREDITS: Olivia Newton-John, Tim Easton, Hugh Reagan featuring Clark Terry, Bonnie Pointer,
Triloka Records, D.H.Peligro (formerly of the Dead Kennedys), Miche'le (Death Row Records)
MONITORING EQUIPMENT: Genelec 1031A, 1092A

RECORDERS: Panasonic SV3900 [2], Sony PCM2700-A [1], Marantz CDR630, Plextor and Yamaha
CD burners, Exabyte, Nakamichi MR1

OUTBOARD: Manley Variable Mu compressor, TC Electronic M5000 (loaded with three DSP
engines), Weiss EQ1MK2 24/96 equalizer, Audio Control RTA SA3051, Diffet Buss Changer
COMPUTERS: Apple G3 with OS 8.6, 128 MB RAM, Maxtor 45 GB IDE and 12 GB internal iDE dri-
ves, Seagate Barracuda 9 GB and Cheetah 18 GB [2] drives, Adaptec ADA 3940UW SCSI accelera-
tor card, 21-inch ViewSonic monitor; Apple G4 with OS 9.0.4, 384 MB RAM, 18 GB internal IDE drive
and Adaptec ADA 3940UW, 21-nch ViewSonic monitor

DAW EQUIPMENT: Lucid 8824 digital-to-analog converter

SOFTWARE: Sonic Solutions Varsion 5.4, Sonic Sclutions HD Version 1.5

Moonlight Mastering owner and chief engineer Nancy Matter is rapidly gaining a reputation as
one of L.A.’s top mastering gurus. A graduate of the Trebas Institute of the Recording Arts,
Matter started her career working in the mastering studio of a CD and cassette manufacturer.
Working her way up the ranks there, she became chief engineer before transitioning to Walt
Disney Records, where she was put in charge of various in-house mastering projects. Following
a long stint as in-house producer for Disney, Nancy decided to roll the dice and set up her own
independent mastering house, offering professional-quality results from a project studio environ-
ment designed by Chris Pelonis.

EQ: Do you think that never having been a tracking or mixing engineer has hampered you at all?
NANCY MATTER: No, mainly because I've done a lot of live sound. | know enough about tracking
and mixing that | can direct an engineer and we can collaborate.
Was this what you always wanted to do?
It was a fluke, but it ended up becoming a craft that | love. It's a true art form.
I've often thought that mastering engineers have to be almost audio microsurgeons.
Sometimes. But because | deal so much with the independent market — and a lot of the independents
are unsure of the mastering process — | find myself being an educator as well, and | really like that angle.

28 rldARARHIZED Yl EQ
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Have you ever gone back to the engineer and
said, “Look, | really think this needs a remix”?

Yeah, | have. People with less experience tend
to over-compress everything. What happens is
that | can’t do anything with it because it’s already
at its maximum. So !'ve occasionally requested
that clients take material back home and reduce
the compression so that | have more ability to do
what | need to do.

| gather that normalization is your enemy.

Let’s put it this way: | would rather be doing it
here. Once in a while people do normalize, but
(especially among the indie market) a lot of peo-
ple don't go that route. Instead, they throw in a
lot of compression — you know, it’s got to be
louder, louder, louder. At that point, they’re basi-
cally into distortion. | would say that's the main
reason that | turn projects away. | like it better
when it comes in fresh.

A lot of times | have communication with my
clients up-front, and | highly recommend that they not
use pre-mastering tools. Pre-mastering and master-
ing will simply be fighting each other at that point.

if maximum loudness is the Holy Grail, how
do you achieve it?

The one thing | do is to use frequency-depen-
dent compression, then go into an EQ, and then |
come back out and run the signal through another
compressor. Even though it’s an odd combination,
it works. When somebody comes in with a mix
and they say, “We need this to sound like Papa
Roach,” | can hook up this kind of chain, and
[snaps fingers] it’s done. | have to fine-tune it to
make sure | don’t over-compress, and | have to
play some other little tricks that are a little out of
the norm, but they work.

Is it a matter of experimentation, or do you
think to yourself, “this is going to work better
with this piece of gear”?

I kind of know which one’s going to work. But I'll
still try popping things in and out to see what will
happen. You can tell instantly, yes or no.

Usually, when a client comes in, | try to get as
much preproduction information as possible: How
did you track this? What kind of microphones
were you using? Did you use any compression?
Not only does it help educate me as to what the
process was, but it also helps me create a rela-
tionship. If I'm going to be sitting here with some-
one for ten hours, it's good to have that open dia-
log right from the beginning; it builds a comfort
level.

What formats do you usually receive mixes
on?

DAT and half-inch. Sometimes | get CD-Rs, but

MOONUGHT MASTERING

there can be problems with them — especially if
there's a label on the disc. It may not perform the
same way. Ninety percent of the time it does, but for
that 10%...it's, “Hey, do you have a DAT?”

What tips can you give our readers in terms of
preparing their material for mastering?

One thing is, don’t over-compress! That makes
things very, very difficult. The other thing is to really
listen to your mixes. Take them into other environ-
ments. Listen to them on lots of different speaker
systems.

What do you do when a project comes in that
may be technically adequate, but you don’t per-
sonally like it?

That's a tough question. Fortunately, | like all gen-
res of music. Because | started out in the manufac-
turing process, then doing hundreds of albums with
Disney, | was literally working on raindrops, rivers
flowing, things like that. You kind of develop not so
much a like or dislike, but a sonic treatment of what
you can do to make something sound like a com-
mercial release.

I've had very, very few experiences where |
literally cringe. I’'m just listening to the material,
sometimes | don't even catch what the lyrics are
saying because I'm only listening to the tone of
the voice. I'm focusing more on the technical
aspects.

A skilled mastering engineer can make a
huge difference to the sound of a recording,
but isn’t that also a function of how much
time the client is willing to have you expend
on a project?

With a major name artist, they're going to let you
go for as long as you need. But with clients that are
on a shoestring budget, they pretty much tell me up
front how much they can pay me, and | try to work
out a package deal with them. I'll say, “Okay, you've
got six songs; in general, this is how long it takes
me, and this is how much I'm going to charge you.”
Usually they're fine with that. | know pretty much
how long it's going to take.

Have you ever gotten a project where you lit-
erally didn’t have to do anything?

Not a whole album, but there were a couple of
tracks where | didn’t have to do anything. It’s very
rare. [Laughs.]

What advice can you give our readers who
want to become mastering engineers?

Learn as much about technical aspects as you
can. Sometimes mastering houses hire interns, so
there's a way to break in. The bottom line is to just
learn, and it takes years. Persevere — keep working
at it. Ask lots of questions because no question is a
dumb question. [

EQ IVARIR 208 Hil136




Professional, flexible, expandable... VST oy The SYStem
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5 VST instromest 1 - 4aBion

Integration and perfection
have a name: VST.

Cubase VST 5.0
The heart of the VST System

HALion
32-Bit sampler unit

X8
USB MIDI interface

HOUSTON
VST studio controller

A system so powerful and so
intuitive; no wonder so many
have chosen VST to create
and produce their music.

Breativity First




MICRO!
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PHOTO BY WES BENDER

MICROPHONE NAME: RCA BK-4A
FROM THE COLLECTION OF: Bob Paquette, The
Microphone Museum, Milwaukee, WI
YEAR OF MANUFACTURE: Circa 1950
PRICE WHEN NEW: $185
TYPE OF MIC: Ribbon
POLAR PATTERN: Non-directional
FREQUENCY RESPONSE: 70 Hz to 15,000 Hz
OUTPUT LEVEL: —60 dBm at 1,000 Hz, ref. to a
sound pressure of 10 dynes/square centimeter
HUM PICKUP: —=125 dBm, maximum at 60 Hz, 0.001
Gauss
ELECTRICAL IMPEDANCE: 250 ohms
MOUNTING: Half-inch pipe thread
FINISH: TV gray
DIMENSIONS: 12 inches (length) x 1.25 inches (maxi-
mum diameter)
WEIGHT: 15 ounces, less cable
MIC NOTES: The BK-4A holds an extremely impor-
tant place in the development of RCA's single-ribbon,
“polydirectional” or multi-pattern microphone technolo-
gy. It was during development of the BK-4A that Dr.
Harry F. Olson (an RCA engineer) discovered a con-
struction “defect” that ultimately led to the multi-pattern
technology behind RCA's enormously popular 77DX.
Connected to the rear of the ribbon assembly in the
BK-4A is a folded, acoustically damped pipe intended
to form an “acoustic resistance termination” for the
diaphragm. In other words, the pipe acoustically
“loads” the diaphragm much like an enclosure would
load a loudspeaker. During the course of his work,
Olson found a defect in the pipe. An acoustic “leak” or
opening in the pipe was modifying the polar response
of the BK-4A from its intended omnidirectional
response. This discovery formed the basis for the con-
cept of using a variable aperture in the chamber
behind the diaphragm to modify a microphone's direc-
tional character.
RCA's original catalog number for the BK-4A was

MI-11005.
e O
’.;f;_ Technical and historical data courtesy of Arthur
: Garcia.
=
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FFONLY YOUR YAMAHA SYSTEM
COULD SOUND LIKE AN APOGEE.

NOW IT CAN.

__/"our YAMAHA digital system can now
V' offer true 24-bit Apogee-quality
conversion, with our APSAD and APSDA
converter cards for Yamaha systems fitted with

YGDAI and Mini-Y slots.

The 8-channel A/D and D/A cards add Apogee’s
true 24-bit digital audio conversion to most* Yamaha

systems with either small Mini-Y
slots — such as the AW4416 shown
here, or the PM-1D — or “full size”
YGDAI slots like the popular O2R.
Each card delivers Apogee’s
superb sound, sample rates up to
96 kHz*, and many other benefits,
induding Apogee’s unique

*Compatibility and maximum sample rates are subject to host system’s
support ~ please check compatibylity before purchase.

Ultra-Low Jitter Clock, for
maximum conversion integrity

and improved overall performance.
The A/D card features our exclusive

SoftLimit® circuitry, switchable on an

individual channel basis, for up to
6 dB hotter levels without overs.

Apogee’s APSAD and APSDA
cards are available from Apogee
authorized dealers, and from
selected Yamaha dealers.

Apogee’s Yamaha-compatible converter
cards also fit full-size YGDAI slots.

Apocee ELECTROMCS CorporaTION, Tel: +1 310.915,1600. Web: www.apogeedigital.com

CIRCLE 63 ON FREE INFO.CARD
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* based on current U.S. list and pra audio dealer “street” prices at the time of ad production and on

the assumption you will buy a CRT-type SVGA monitor and not an ultra-pricey flat panel model like our
art director insisted on using for this ad.
* ® based on average of length of current pop sougs using 24 tracks @48H#/24-bits and a literal number

of extra regions and virtual takes. Does not apply to extended trance remixes.

©2001 Mackie Desizns Inc. All Rights Reserved. Mackie and the Running Man figure are registered

trademarks of Mackie Desigus Inc. MackieMedia is a trademark of Mackie Designs, Inc. URB is a

trademark of Castlewood Systems.

LESS than three

With an HDR24/% it’s so
easy to record, edit, and
manipulate tracks, so easy to
be creative...whether you're
recording for yourself, your
band or for a Fussy Client.

With all due respect, rec-
ording onto linear media
(ak.a. tape) has some pretty
severe limitations: Access
time to cue points is slow.
Punch-ins erase stuff you
previously recorded. And the
tracks just sit there side-by-
side on the tape with no
chance to easily slip, slide,
cut or paste them in new
ways.

Hard disk recording and work-

station editing for less than the

price of linear recording.

It's no secret that non-lin-
ear hard disk recording is the
way to go. But until
now, 24- track/24-bit
recording and play-
back required seri-
ous investment in a
digital audio work-
station. — And a
heckuva lot of mous-
ing and clicking.
Only the HDR24/%

combines the intu-
itive, analog-like
convenience of a
tape deck with the
editing versatility of
a computer-based

workstation.

As easy to use as an analog
recorder.

All basic functions are right
there on the HDR24/% front
panel including transport but-
tons and individual Record
Enable buttons for each track.
Just hit Record and Play




long thin strips of rusty plastic.

without even cracking the
manual. But if you plug in
an SVGA computer monitor,
things get even better.

The graphic interface that
tape recorders always should
have had.

Even if you immediably
don't use the HDR24/%6’s
editing functions, you'll
love the graphic interface
for recording.

It gives you one-click
access to all deck functions
without a lot of annoying
pull-down/fly-out menus.

Choose from 2x, 4x, 8x,
12x or 24-track views and
then watch them scroll
smoothly past a centerline.

Mark hundreds of cue
points and four locate points
for looping and auto-
punch-in modes. Cue points
are visible on screen and are
accessible from a side list.

Use the mouse to “scrub”
individual tracks, Cue, Punch
and Loop points with contin-
uously variable velocity.

Each track also supports
eight “virtual tracks,” so you
can do multiple takes and
comp them together easily.

Think of MackieMedia™ as
“tape in a brick.”

Right out of the box, the
HDR24/6’s internal drive will
record 90 minutes of 24
tracks at 48kHz. Your backup
choices are simple—

Record directly to a
MackieMedia™ M90 external
drive. They're considerably
less expensive than the SCSI
drives some HD recorders
require — $10 a song** —
and they're in stock at your
Mackie dealer.

For a quick back-up

of just a song or two, we

also offer an optional 2.2GB
ORB™ drive that uses really
inexpensive media.

For real economy use the
HDR24/96’s 100BastT Ether-
net port to back up to your
computer and its media.

'wenty-four track songs for under ten
bucks each!! Divide the cost of a

MackieMedia M90
into the 20+ pop
tunes you can
record on it and
you're looking at
under a ten-spot
for each 24-track
master. —Much
less if you do a little
disk drive house-
keeping. Remember,
hard drives can

choose only to store audio data, not silence.

ven with three OPT*8 I/0
cards, a MackieMedia remov-
able disk, SVGA moniter, keyboard

and mouse, the HDR24/% costs
less than three digital tape
recorders*...which don’t offer
loads of workstation-style editing
features, super-fast access and
true 24-bit recording.

Serious editing tools built in...
with 999 levels of un-do.

Once you've experienced
non-destructive editing of
tracks, you'll never go back
to linear recording.

You can mark a segment
(or multiple _
non-adjacent §

Mackie 24-track HDR24/96 Hard Disk Recorder/Editor costs
tape-based, 8-track digital recorders”..and does much more.

points instantly, capture
them as “sound elements”
for later use or quantize
them to user-defined time
grids. And all regions are
easy accessible from a side
menu.

Create fade-ins, fade- outs
and crossfades just by drag-
ging and dropping them
...and then set their length
by dragging the mouse.

Add volume envelopes for
simple level automation of
regions or whole tracks.

Then use Track Render
to combine all or selected
regions of a track just as
you hear it — complete with
crossfades,
volume enve-

segments) lopes, mutes,
as a region etc. —intoa
and then single region.
cut, copy Getademoata
and p;:ste it Mackie dealer.
GLIAUUE GO This ad on}
—ontoa oom in to the waveform level. i y
blank track Drag, cut, paste, and slip tracks scratches the

ar? r‘?c and segments of tracks just like surface of the
or rlght in on super-expensive workstations. HDR24/%’s fea-
the middle  Adjust track levels. Add editable :

fan exist.  CTossTades. All with 999 levels of  tUTES, Options
oran exist-  ,nqo. and capabili-
ing track ties. Visit our web site...or

without erasing anything
(the part of the track after
the insert just “slides down™).

You can audition regions
or modify their start/end

get your hands on an
HDR24/% and experience
(pun intended)
unparalleled
creativity.

Hard-shell case.
Really ugly pink anti-static foam.  whether you're using a track or not.**

Tape just rolls merrily along. . .costing money...

www.mackie.com « 800/258-6883

CIRCLE 29 ON FREE INFO CARD Made by Mackoids in Woodiaville, USA
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Capturing the performance

John Paterno

SUSPECT: John Paterno Soundelux U95S — it takes a lot of SPL
ANCESTRY: Italian and lrish and definitely has that [Neumann] U 47
(UM ILE Engineer/mixer midrange quality that I'm into. For pedals,
BIRTHPLACE: [EelCuReV-N\hg Il try just about anything in any situation.
LIV HA Los Angeles, CA I've got quite a few to choose from. All of
VEHICLE: 2000 Dodge Grand Caravan the Voodoo Lab pedals I've bought sound

great. | use them all the time for tracking
and mixing. The Proctavia on a background
vocal is a very cool sound. And the ZVex
stuff is insane! We used a Fuzz Factory on
“Love is Alive” on the Joan Osborne record,
direct into the console. The Little Labs PCP
is the box of choice to interface the pedal
world with the line-level world. There's
nothing worse than blowing up a guitar
pedal you spent a ton of cash on. The built-
in DI sounds great, as does their stand-
alone DI. It's also a great guitar splitter,

DIET: Italian food and red wine

PET PEEVES: Telephones in the control room; covers of
Beatles songs being used to sell products;
hearing a mix on the radio and it not being
on the record.

Suspect has often worked with producer
Mitchell Froom and has engineered for Joan
Osborne, Los Lobos, Vonda Shepard, Tim
McGraw, The Blue Horn, Bonnie Raitt, Ted
Hawkins, Box Set, Julia Darling, Suzanne
Vega, Sheryl Crow, Eros Ramazzotti, etc.

CREDITS:

EQ: What was your first recording gig?

JOHN PATERNO: | went to the University
of Miami, so | got a little practical experience
there, but my first real gig was in L.A. as an
assistant at Cornerstone Recorders in
Chatsworth.

What was your first job as a solo engi-
neer?

| think it was the Ted Hawkins record The
Next Hundred Years with Tony Berg produc-
ing.

What kind of gear do you own and
why?

Basically I look for things that make it eas-
ier and faster to do the gig. | try to only buy
things that | know Il use on a regular basis
or that most studios don’t have. And, believe
it or not, | really obsess over whether or not
to buy something. The [Empirical Labs]
Distressor, the ADL 1000, the Alan Smart
CL2, and the EAR 660 are all things you
don’t necessarily find in a lot of studios. | got
the [Teletronix] LA3's recently because
they're one of my favorites, and I'm always
bummed when there isn’t one around. |
guess | like compression, huh?

Mics and guitar pedals are aiso fun and
practical purchases. The Altec 633 (salt-
shaker) is just a fun, ready-made crunch
mic. The [Neumann] KM 86 is my “desert
island” mic — as long as the island has
phantom power. | just picked up the

EQ | APRIL2001 | 36

among other things.

What studios do you like working in?

My favorites are Sound Factory,
Henson/A&M, Sony Music Studios in Santa
Monica, and Sound City. They all have three
things in common, in varying degrees: great
sounding rooms, great maintenance, and a
great staff.

What type of console do you prefer?

A working one! It depends on the project,
but generally an old Neve or API for tracking.
For mixing, I've really gotten into the SSL
sound, E series, and also the 9000.

How do you compare analog and digi-
tal technology?

They're two different sounds. They both
put their sonic signatures onto things. Tape




New processors, new features, new inferfaces, higher
resolution. More capabilities in every box, such as
double-precision 48bit L1 Ultramaximizer for TDM,
88/96kHz support for
many native processors
in every bundle.
And no more dongle.

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

C4 Mulfiband Parametric Processor.

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

Call your decler and find out why so many have said
you simply gotta get Waves.

Gold , = Pro-FX = C4 Renaissance
GOL D Native il Plus e amed NMultiband Collection
- Native g Parametric Native
Processor -
Native
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does its compression thing, and digital, to |
|

me, changes the size — makes it a little
less deep to my ears. If | have to use dig-
ital, | like to try to get it on analog first,
especially drums, and then transfer it to

[Sony] 3348 or [Digidesign] Pro Tools. |

My tape of choice is BASF — it sounds
like | expect it to sound on playback.

Is there something novel or pecu-
liar about your use of Pro Tools?

As much as | like the possibilities Pro
Tools gives you, | try not to use it to man-
ufacture performances — although
sometimes you have to. Once | worked
with someone who couldn’t sing to an
existing track for some reason. The pro-
ducer and | had the artist sing it wild, just
singing and playing an electric guitar to

COM

minimize bleed. We did six passes. We
picked the lines, and | took it line by line
and put it together. It came out okay — it
gave the illusion of performance — but it
took a long time because I'm always anal
about making it sound like one. But it's
never as cool as if it were a real one. |
also pretty much refuse to edit drums. Ill
cut tape to put together a complete track,
but | won't sit down and go through and
cut drums against a grid. It goes against
everything | got into making records for,
which, in essence, is capturing great per-
formances.

What did you learn from your years
as an assistant to Tchad Blake?

Il try to be brief. From a technical
standpoint, let me just say that | learned

-— f——

that making sure it sounds good in the
room is as important as what you do to it
once it comes up on the console. From a
broader, more philosophical view, what
you do outside the studio has a direct
effect on what you bring into the studio.
Whatever he gets himself into — engi-
neering, binaural recording, photogra-
phy, sculpture, singie malt scotch — he
goes in 100% and is completely into it.
He doesn'’t settle. He always seems to
translate those experiences into new
ways of looking at things in the studio.
That has had much more of an infiuence
on me than his [Tech 21] SansAmp set-
tings, although | do have some of those
written down somewhere....

Let’s touch on the new Joan

—

oW
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Osborne album, produced by Mitchell
Froom. In a previous interview, he
referred to the band’s attractive
sound — that it doesn’t sound like
studio musicians.

First, they do play together as a band
— both with Vonda Shepard and as their
own trio. Second, they're very aware of
their sounds. The sound of Pete
Thomas's drums is very important to him.
He'll go out of his way to get what he
feels is right for the song, both by his
drum choices and tuning choices. Davey

Faragher on bass, Val McCallum on gui-
tar, and Mitchell are all the same way.
They're not afraid. It almost always
sounds good in the room before | even
move a fader. It’s also a big help that I've
worked with these guys before; it feels
like a team effort when we work together.

How did the basic tracking proceed?

We recorded the record pretty much live
in Studio A at Sound Factory, which has a
main room, a piano iso, a ‘live” iso area,
and a machine room that can also be used
for iso. The console was a 36-input API,
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$X2120 Manual Distro
(2 banks of 6 switched
outlets, plus 3 always on)
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and | used Neve 1073 modules for the
drums. Drums and bass were set up in the
main room. Drum mics included a [AKG]
D112 and [Neumann] U 47 fet for the kick,
a [Shure] SM57 and [AKG] 452 for share,
[AKG] 414’s for toms, and 452's for over-
heads and hihat. Toms were recorded into
the overhead tracks to conserve space on
the tape. There were several room/close kit
mics, including an Altec 633, [Neumann] U
87’s, and a [Sennheiser] 441. The bass
was a Little Labs DI and a SansAmp
acoustic DI. Guitars were done in the “live”
iso with a 57 and KM86. Mitchell's keys
were done through various pedals and DI'd
into the console. Joan’s vocal was done
using Mitchell's Telefunken 251 through a
Hardy M1 mic pre and an ADL 1000 com-
pressor right to tape. The tape was BASF
911, 15 ips, with Dolby SR. We stayed on
one machine, except for the strings.

The main thing about working with this
group of players is that they are extreme-
ly fast. The plan is to be prepared for any-
thing, because you never know what will
make its way to the final version. My
assistant, Joe Zook, did a great job keep-
ing up with me. What basically happens is
they sit in a group, learn the tune, and
work out an initial arrangement. If there’s
a loop involved, we’ll work that up in Pro
Tools so that it can be played live and
printed to a few tracks while the musicians
are doing the take. Then they all go out to
their instruments at the same time and
start playing. It's a bit of chaos at first,
because we're working out sounds and
parts at the same time. But it all seems to
fall together quickly most of the time. 1
usually at least get a basic drum thing

» continued on page 136
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by Steve Remote

As one of the most famous jazz
venues in the world, the Blue Note in
New York City has played host over
the years to a who’s who in jazz
music: George Benson, Ron Carter,
Larry Carlton, Chick Corea, McCoy
Tyner, David Sanborn, and many oth-
ers. Blue Note co-owner Steve
Bensusan brought in Jack Kreisberg
to form Half Note Records, a label
that's producing a series of CDs
recorded live at the club. Recorded,
engineered, and mixed by Steve
Remote of AuraSonic Ltd. and pro-
duced by Kreisberg, these releases
include live performances by the

Drum Miking for

Live recording guru Steve Remote
reveals his tricks of the trade

Paquito D'Rivera Quintet, Elvin Jones,
Will Calhoun, the Irwin Mayfield
Sextet, and the David Morgan Trio, to
name a few. Remote is using some
interesting mic placement techniques
to ensure that the sound quality of the
recordings is at a maximum, while
onstage leakage is kept to a minimum
— a critical concern when recording in
a live situation. Here he discusses his
approach to capturing drums for live
recordings.

Recording a live performance can be
a challenging gig because you want to
achieve the best possible recording
without changing the artists’ world or

EQ | APRIL2001 |42

making them uncomfortable. It's a bal-
ance between the ultimate placement
of a microphone versus what | call the
“virtual gobo” — especially for drums.
Obviously we can't always put gobos
on stage to isolate musicians during a
live performance, but there are some
simple ways to take advantage of
microphone pickup (polar) patterns to
increase isolation and reduce leakage
problems. By getting it right in the
recording process, there’s no need to
“fix it in the mix.” By the way, you can
use these ideas for sound reinforce-
ment situations as well.

The Half Note recordings are multi-
tracked to TASCAM DA-88's through
API 3124 mic preamps. | try to keep
the number of mics on the drum kit at
a minimum since these are the most
likely to pick up other instruments on
the stage. Lately I've been using a
Beyerdynamic M88 on the kick,
Neumann TLM 103's for the snare and
toms, and Beyerdynamic M160 ribbon
mics for overheads. In some situa-
tions | might add an Audio-Technica
AT4050 for the hi-hat, but, for a jazz
group | typically don’t need it. | also
may put up what | call a “sweet spot”
mic for the entire kit — a Neumann
TLM 103 placed right behind the
drummer’s head, about six feet high
and tilted down toward the toms by a
few degrees.

A BAFFLING SITUATION
Although there’s no carpeting or baf-

fling around the drums, we're able to
achieve pretty good isolation of the
drum mics from the bass, guitar, and
piano — even where the M160 over-
heads are concerned. In the case of a
trio, we might have the drummer on
stage left, bass player in the center,
and the piano player on stage right.
My drum miking technique has
been fairly consistent regardless of
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the drummer and kit. The basic idea is
that | position the mics to take advan-
tage of their pickup patterns, and
reduce leakage as much as possible.
One of the TLM 103's is placed on the
hi-hat side of the kit, at roughly the
height of the top of the snare drum. |
aim that mic toward where the drum-
mer is sitting, but rather than close-
mic the snare, | back the mic off any-
where from six to twelve inches away.
Backing it off avoids that close-miked
snare sound (which really isn’t appro-
priate for a jazz drummer), while giv-
ing me some of the hi-hat and rack
tom. Since the TLM 108 is a cardioid
mic, maximum rejection is at the rear
of the mic. | try to rotate the mic so
that the rear is pointing toward a stage
monitor or whatever instrument might
be to the drummer’s left.

On the other side of the kit | place
another TLM 103, about the same dis-
tance away from the floor tom, ride
cymbal, and rack tom so that it picks

up that side of the kit (see fig. 1). This
mic is also rotated slightly, so that the
rejection point is facing toward the
bass amp, minimizing leakage from
the bass amp. To check phase
between the mics, | solo various com-
binations of mics in mono and listen
carefully to whether the low end
becomes weaker when they're added
together. If the low end does weaken,
then | may have to move a mic to
another position.

UP AND OVER

Overhead mics can be a source of
unwanted leakage due to the fact that
they're generally placed around the kit
pointing in “unfriendly” directions. For
me, the key to isolating the M160’s is
placing them high up, pointing straight
down. Looking at the floor tom side of
the kit, | try to center one mic over the
floor tom and cymbals (see fig. 2). On
the other side of the kit there might be
one or two cymbals plus the hi-hat, so

CAPTURING THE KICK

Over the past 16 years, Steve Remote and | have worked on countless
AuraSonic projects. We're constantly sharing ideas and concepts that span our
common interests — drum sounds included!

Let’s focus on kick drum; occasionally we use multiple mics, but usually one

mic on the Half Note live recordings. Since this article deals with jazz, let's pre-
sume that the drummer is using a two-headed drum (i.e., front and back heads
without a mic hole). For instance, Elvin Jones uses both heads on his bass
drum, which are always tuned very tight. He also uses a wood beater for plenty
of attack and click, without using another mic at the batter head. On his 73rd
Birthday Tribute at the Blue Note, we used a Beyerdynamic M88 approximately
one inch away from the front head on the audience side, placed halfway
between the center of the drum and the rim.

If there’s a hole in the front skin, we tend to place the M88 just inside it. When
isolation is needed and gobos aren't practical, Steve uses Popper Stoppers
modified with cardboard — and sometimes foam and cardboard — to create a
mini-shield. —Andy Bigan, Keeptimeny @aol.com
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I'll make sure that this overhead mic is
centered somewhere between the
snare and the cymbals.

What'’s interesting to me about this
arrangement is that the higher | place
the overhead mics above the kit, the
more cymbals and drum kit | get, while
the less bleed [ get from the stage. It's
the reverse of what you'd expect, but
the higher they go, the better the iso-
lation of the kit from the rest of the
stage. Bringing the overheads down
close will give you more of the bell of
the ride cymbal, but remember that
you're also closer to the other instru-
ments, monitors, and amplifiers.

Sixty percent of my drum sound is a
balance between the two overheads
and the kick drum mic (see sidebar for
details on miking the kick drum).

OPTIONS OUT OF THE GATE
Even though | have about 32 channels

of gate in my truck, | rarely use them
during recording because they can
chop off some of the subtleties that a
drummer might play. In a rock or pop
(sometimes jazz) recording situation, |
usually use Sennheiser MD409’s for
the toms. By placing those mics an
inch away from the skin, no surround-
ing sound is going to be as loud as that
drum; it acts as its own gate. By elimi-
nating the gates, you hear a natural
sound instead of a chopped-off sound.

If you have a drum wedge sitting on
stage blasting away toward a mic, there
are ways to reduce leakage from the
wedge without using a gate. Change the
position of the mic to take advantage of its
directionality. Fig. 3 shows a typical close-
up placement for a snare drum mic. This
is fine for recording, but the mic is likely to
pick up sound from the drum fill monitor



FIGURE 3 (left) and FIGURE 4

shown near the hi-hat. By moving the
back of the snare mic to the position
shown in fig. 4, you can still get the great
sound of the snare but — with the rejec-
tion point of the mic facing both the hi-hat
and the drum fill — you'll increase the iso-
lation of the snare drum from the rest of
the stage. In a loud situation, where you
have electric guitar and bass amps on
either side of the drums, you can point the
speaker cabinet mics slightly away from
the drum kit to help improve isolation of
the amps from the drums.

ALL YOU NEED. 7

(maqureMdioSoluﬁomlmd Burnaby, B.C.
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SOUNDCHECK
When we're about to do a sound-

check, the drum tech or drummer will
ask me if | want to work on the drums.
I'd rather do a line check of all the
inputs and then hear the entire band
play a tune so | can get the sound
while everybody is rockin’. That’s
when I'll know for sure if the sounds
are working together. Plus, | can check
the leakage and phase between the
mics in about 20 minutes while the
band is playing. At that point | want to

identify anything that might need to be
changed to make the sound of the
entire band work. | hate the “fix it in the
mix” or the “throw a gate on it” mental-
ity. That's not what it’s about. It's about
getting the sounds right on tape (or
disc), maintaining the phase coheren-
cy, and making sure that you minimize
the “bad” leakage.

Steve Remote may be reached at
Aurasonic@ao